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everal years ago, at one of my workshops, I 
responded with а surprising answer to the often- 


asked question “Bryan how long have you bes 


shooting?” Perhaps it was because I had been 

without sleep for several days, and oftentimes I 
think clearer without much sleep, but I answered, / would 
estimate that l've been shooting a lütle less than two weeks, 
my reply got more than just a puz- 
zled look and even a few giggles. I went on to explain that 
there's no doubt Гуе had a camera slung over my shoul- 
der for some thirty-plus years, but when it comes down to 
actual shooting time—actually pressing the shutter 
release to record an exposure—it has indeed been mini- 
mal. If, on average, Гуе made all of my exposures at 1/2 
sec. over the course of a year and have averaged 10,000 
exposures in that time, then in one year Гуе spent a grand. 
total of 5,000 seconds literally shooting. That's roughly 
eight hours and thirty minutes, Multiplied by exactly thir- 
ty-three years, that's roughly eleven days and five hours! 

While this might not have been the intended meaning 
behind the original question, it is an interesting consid- 
eration. By my interpretation of how long one has been 
"shooting," professional sports photographers—who 
make most of their exposures at 1/500 sec.—are mere 
"babies" in terms of shooting time. The same goes for 
fashion photographers, who more often than not are stuck 
at a flash synchronization speed of 1/250 вес. 

So, this just goes to prove what Гуе always known to 
be true: photographers who spend the bulk of their shoot- 
ing time in the great outdoors (away from sports and fash- 
ion) have the greatest amount of "shooting" time behind 
the camera and are, therefore, the best qualified to speak 
about the joy of photography. I hope you've enjoyed the 
way І played with these numbers, because playing with 
numbers—and the way numbers relate to one another— 
is what exposure is all about. 

The numbers that I am talking about are the very 
numbers that have, perhaps, confused you for far too 
Jong: shutter speed (from 1/8000 вес, down to several 


том. Needless to sa 


minutes), aperture (from /72,8 to 132), and ISO (film 
speed), No wonder understanding exposure can make 
you feel like you need a slide rule and a degree in cal- 
culus, Fourteen years ago, when Understanding 
Exposure was first published, I made it my mission to 
dispel the myth that understanding exposure was hard, It 
doesn't have to be hard at all! And now, I'm revising the 
book to update and expand upon that information, 

My own love affair with photography began їп 1970, 
fresh out of high school, when my oldest brother, Bill, pro- 
posed I use his Nikon F and 50mm lens to photograph the 
beautiful country in. Willamette Valley, Oregon, rather 
than making the pen-and-ink drawings of it that I was 
doing at the time. With minimal instruction, I headed off 
and shot two rolls of black-and-white film over the next 
three days. A day later, with my brothers help in his home: 
darkroom, 1 was absolutely mesmerized by the immedia- 
cy of the photographic print, and I was hooked. | 

I bought more film and shot everything I could for the 
next eight months when I made what proved to be one of 
the best mistakes of my life, Reaching into a basket on 
the film counter of a local camera store, I bought У. 
rolls of "outdated" Agfachrome 35mm film. I spent the | 
weekend photographing, and when I showed up 
brother's darkroom, he pointed out that the film 
black and white, but rather color slide film. I 
thrilled to have to make the trip to the camera 
have the film processed, but my brother 
that I should, because “you never know, 
the colors.” So, just how happy was I with the 
Let's just say that over the course of | 
years, I’ve shot 99 percent of еуез 

Color film motivated me во 


with the impact of ISO on various combinations of the 
And, as E tried different color films, with their dif- 
{erent grain structures and color biases, I was better able 
10 match a given film to a particular subject, Although it 
seemed a long time coming, I felt I'd finally reached the 
point where the concept of exposure became far more 
than just recording a correct exposure; with the right 
aperture, right shutter speed, and right film, I could con- 
sistently record creative exposures—exposures that 
resulted in greater depth of field, or that rendered only 
one flower out of an entire field in focus, or that conveyed 
the motion of a galloping hors 

Throughout this book, I discuss the interrelationship 
between aperture, shutter speed, and film that is—and 
has always been—at the heart of every exposure. 
"Together, these three elements make up what I affection- 
ately call the photographic triangle. Familiarizing your- 
self with these relationships and the triangle will, first 
and foremost, enable you to make correct exposures far 
more consistently. This, in turn, will free you to learn the 
art of recording creatively correct exposures under many 
different lighting situations. In addition, at the heart ог 
the photographic triangle is the exposure meter; without 
it, making a correct exposure would require the written 
charts of a bygone era and a careful eye in determining 
light's value. And, you need to know where to take your 
meter reading lo get successful exposures. ГЇЇ address 
these primary issues so that you can move beyond sim- 
ply recording correct. exposures to learning the art of 
making creatively correct exposures. 

The mere mention of the word exposure can strike fear 
in the hearts of many photographers. Over the years, I 
have witnessed these anxiety attacks, and they are often 


(мо, 


shares a common ground: the inability to с 
make “correct” exposures. It's my hope that 
ing this book and putting into practice the | 
ples on exposure, you ГИ have a knowledge of e 


ture-taking situation. Your anxiety will be B 


level of Son idence you thought you might never achieve 


since the 5 rst edition of Understanding Expos 
least of which is the advent of the digital age, yet i 

to be said, the more things change, the more мај 
same. Every camera is still nothing more than a 


image (be it on film or e eid media) is sull 
And the recorded image is still called an ex] 
voire: yous shoot film ог digital, ‚ме can all 


us out het we blow it, right? Yes, but please mi 
goal to use photo-imaging software only as you 
Do you really enjoy spending all of yoi 
the computer correcting bad exposures 
make the correct SEO in-camera will sa sa) 


For many readers, the material 

brand new territory, while for oth 

serve as an affirmation of what is already k kno 
А ih 


100 1j lier 
Yt my | i ! U 4 ' сат 
mera ДО ШИ rived UN” 
Џ ' 1 ' ! e both an а т I "n 
Land light digital car Г 1 | [| i 
| Џ ligl ns (the прет nd shi peed ed № 
In I "ита be i ilm or d I I be based " 
lia). This r led image | | ' natura en the 
| enough ing flash or a 
| i E Today. most eame it film e ate 
e!" Моћ mes, il equip] th much a to de 
rd: “Tve only got a few it all for you, allowin te 


» concentrate 


in not, the word expe olely on what the J 

sure refers to the amount, and of light falling on pho- here set to P and fire away! The с 

tosensitive material (either the vor digital card). Ar thing else,” says the enthusiastic salesı 

in this context, it comes up most often as part of a ques- ега shop, Oh, if that were only true! Ob 

tion—a question Гуе heard more often than any other; if not all—of you who bought this 

Hey Bryan, what should my exposure be In other for-you camera, yet vou still f 

words, how much light should hit the film/digital media confused, and frustrated by exp 

ind for how long?) And my answer is always the same: because your do-it-all-for-yot ra is 

“Your e ure should be correct! that promise, and/or you have finally reached the point 
Although my answer appears to be flippant, it really al which you want to consistently record correct phoig 

answer, A correct exposure really is what every graphic exposures 
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Setting and Using Your Camera on Manual Exposure 


Т know of no other way to consistently 


|| make correct exposures than to 


the very 
ht and 
on film or digi 


ЈЕ learn how to shoot a fully manual 


how | y 
Once you've learned how to 


exposure. 


shoot in manual exposure mode 


you can be 


really terribly easy). you'll better under- 


1 the 


when you choose to shoot in semi- or 


it right 


st outcome of your 


exposures 


full autoexposure mode. 
1 and lens in front of 
а dial to M for man- 


ual. (If you're unsure on how to set your 


With your came: 


you, sel your came 


camera to manual exposure mode, read 
the manual!) Get someone 10 use as your 
id 


yard or a neighboorhood park, or if it's 


35-70mm lens 
posite: /5.6 
in program 
#/5.6 for 


1/90 sec. in manual mode] 


subject y to а shady part of your 


an overcast day. anywhere in the уаг or 
park will do. R 


and regardless of what 


ardless of your camera, 


ns you're 


using. set your lens opening to the num- 


ber 5.6 (/75.6). Place your subject up 


against the house or some six- to eight- 
foot shrubbery. Now, look through the 
viewfinder and focus on your subject. 


Adjust vour shutter ] until the 


cameras light meter indicates а “co! 


exposure in your viewfinder and 
take the photog 


manual correct exposure! 


aph. You've just made a 


Operating in manual exposure mode 


is empowering, so make a note of this 


memorable day. 
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ind they ч 
camera, | гей 


camera ор 


ns that controls the using an 


at you 


ittonis, turna 
св a series of 


tate a ring on the len: 


ming up in the viewfinder or on the 


itself, Of all of the numbers you'll see, take п 


3. 11, 16, and maybe ¢ 


ena 22. (If you're 


TAB. 70, 110,113. and so on. (The underlined num 
bers represent the original, basic stops while the other 
are the newer one-third options sometimes available.) 


Now let's turn to shutter speed. Depending on the 


make and model, your camera may offer shutter speed 
from a blazingly fast 1/8000 sec. all the way down to 30 
econds, The shutter speed controls the amount of time 
that the volume of light coming through the lens (deter 
mined by the aperture) is allowed to stay on the film or 
digital media in the camera. The same halving and dou 
bling principle that applies to aperture also applies to 
shutter speed 

Let me explain, Set the shutter speed control on your 
camera lo 500. This number denotes a fraction —500 
represents 1/500 sec. Now change from 500 to 250; 
again, this represents 1/250 sec. From 1/250 see. you go 
to 1/125, 1/60, 1/30, 1/15, and so оп, Whether you 
change from 1/30 sec, to 1/60 see. (dec 
the light 
to 1/30 sec 


ng the time 


asir 
s on the film/digital media) or from 1/60 sec 


(increasing the time the light stays on the 
film/digital media), you've shifted a full stop. Again this 


is important to note since 


any cameras today also offer 
the ability to set the shutter speed to one-thi 
1/500 sec., 1/400 sec., 1/320 sec., 1/250 sec.. 1/200 
sec., 1/160 sec., 1/125 sec., 1/100 sec., 1/80 sec., 1/60 


sec, and so on. (Again, the underlined numbers repre- 


stops 


sent the original, basic stops while the others are the 
newer one-third options sometimes available.) Cameras 
that offer one-third stops reflect the camera industry's 


attempts to make it ea 


ier for you to achieve “perfect” 
exposures, But as you'll learn later on, it's rare that one 
always wants a p 

The final leg of the triangle is ISO. Whether you shoot 


fect exposure 


with film or use a digital camera, your choice of ISO has 
a direct impact on the combination of apertures and 
shutter speeds you can use. Its so important that it war 
rants its own discussion and exercise, so take a look at 


the next page. 
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200 worker bees r 


e as my 100 worker bees 


cause your only half as much 


» make the image. 

Since this is such an important part of understand- 
ing exposure, | want vou to put the book down for a 
moment and get out your camera, as well as a pen and 
paper, Set the film speed dial to ISO 200; do this even 
if you have a roll of film in your film camera that is not 


ISO 200, (Don't forget to set the ISO back to the correct 


number when we're done ».) Now, sel your aperture 


opening to /78, and with the camera pointed at some- 
thing that’s well illuminated, adjust your shutter speed 


until a correct exposure is indicated in the viewfinder. 


(If you want, you ean leave the camera in the automat- 
ie aperture-priority mode for this exercise, 100). Write 
down that shutter speed. Then, change your film speed 
again, this time to ISO 400, leaving the aperture at /78. 
and once again point the camera at the same subject. 
Whether you’ 
ity mod 


1 manual m r auto-aperturesprior- 


you'll see that your light meter is indicating a 
different shutter speed for a correct exposure. Once 
again, write down this shutter speed. And finally, 
change the ISO to 800. and repeat the steps above. 
What have you noticed? When you change from ISO 
100 to ISO. 
sec. 
sec. to 1/320 se 


of course, and not knowing what your subject was, it's 


Y) your shutter speed changed: from 1/125 


or perhaps something like from 1/160 
These shutter speeds are examples. 


difficult at best to determine your actual shutter speeds. 
but one thing is certain: each shutter speed is e 


t. 
ase Ihe number of worker bees (the 


if not exactly half as much as the one before 

When you ir 
ISO) from 100 to 200, you cut the time necessary to get 
the job done in half. (If only the real world woi like 
that!) This is what your shutter speed was telling you: 
Going from 1/125 sec, to 1/250 see. is half as long an 
exposure time. When you set the 150 to 400, уоп went 
from 1/1 
up at 


5 sec. —passing by 1/250 sec.—and ended 


0 хес. Just as each halving of the shutter 


speed is с 
I 


incre 


alled 1 stop. each change from ISO 100 to 


JO to ISO 400 is considered a /-з/ор increase (an 
азе of worker bees). 

easily by leav- 
instance at 1/125. 
and adjusting the aperture until a correct exposure 


You can do this same exercise j 


z the shutter speed constant, for 


sec 
is indicated in the viewfinder; or, if you choose to stay 


in auloexposure mode. 
shutter speed of 1/125 
correct aperture for you. 


cı shutter-priorit 


eca, and the camera will set the 


record exacling 
Ts ite 
to back, | used o. 
small lens opening. | 
metered off the blue sky, 
which indicated а 1/15 
sec. exposure, and then 
тесотрозед. 


[135mm lens, [/32 for 
1/15 sec] 
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Based on Ihe 
vs Light meter knew 
ind it also knew 
| reacted and directed 
ind then it indicated. in 
correct shutte 


behind the 


photographie exposur 


et this idea in 


tration; Imagine your len 
ime diameter as your 
imagine that your fauce 
dial and that waiting 


bees, each with thei 


ing through the fauce 
camera’s light meter te 
n in order 


below. Th 


pressing the bridge 
Ä leaving the harbor ir 
sHamburg, Germany, | 


potted this great shot in my 


rearview mirror. | immediate 


ly pulled off to the side of the 
highway and set up my iri 
pod. Since | knew | wanted 
to exploit the motion of the 
traffic flowing across the 
bridge, | chose a shutter 
speed of B seconds. With 
my camera pointed lo the 
unset sky, | adjusted my 
aperture until the camera 


light meter indicated //1 | 


ПШ vto what I call 200 worker | opening of the Ж 
photographic tian | [15.0 uh И ion, the cameras light meg 
ле heart of every exposure ' || you how | leave the faucet ОР 
ht meter, which is a pr ming you turn on the faucet for this € 
igned to react to апу cated amount of tin | p 
bright or dim that light source In effect, each rker b et i 
exact amount of water ne iry to record 
on the previous page, the сат graphic exposur 


that the 
that the ISO was set to 200, As a re ult 


y adjust the shutter speed 
the viewfinder that you. had 
peed. It's the light meter that 
leulations of every correct 


tone 
kitchen faucet opening. Now 
t handle is you 


in the 


indi 
to fill up all the bucket 


light meter knows 


aperture was set to //5,0, 


Jet me offer this final ilh 


у (15.0, is the 


hutter speed 


job of the 
ate how long the faucet stays 
of the waitin 


a ticket for “parking along а 


learly 
jency." The 


$85 fine was well v 
ince this image has earned 


more than $4,000 in s 


photo sales over the past 


several years. 


[300mm lens, //11 for 


B seconds] 


le the hasie concept of 


ht meter says? The buckets become posure is, de it safe ıy you can record perfect expo 
w h light), In photographie sures every time? Not quite, but you're closer than you 

IE you've ever taken were when you started reading this book, You ean cer 

you've undoubtedly commented tainly say that you understand how an exposure is made 

\ ut,” Cony what hap And, you now understand the relationship between / 

It) coming through the faucet is stops. shatter speeds. and ISOs. However, most picture 

\ wa ight meter says? The taking opportunities rely on Ihe оле best aperture choice 
few enough light). In photos or the оле best shutter speed choice. What's the one best 

| \ If you've ever aperture? The one best shutter speed? Learning to “see 
rexposed photo, you've found yourself say- the multitude of creative exposures that exist is a gant 
I's hard to see whats there since its so dark leap toward photographie maturity 


Six Correct Exposures 1 


Us not uncommon to hear at least one student in 
my on-location workshops say to me, "What dife 
ference does it make whieh combination of aper- 
ture and shutter speed 1 use? I my light 


indicates a eorreet exposure, Um lakin hot?" 
Perhaps you are like this, too. Whether you shoot in pro- 
gram mode, shutter-priority mode, aperturespriority 
mode, or even manual mode, vou may think that as long 


as the light meter indicates that everything's ока у then it 
must be okay to shoot. 

The trouble is that this kind of logie makes about as 
much sense as deer hunters who fire off their rifles at 
r but 


expo- 


a de 


anything that moves. They may eventuall 
at what cost? If you want to shoot only 
sures of anything and everything, be my guest. 


‘correc 


Eventually, you might even record a ereatively correct 
exposure, But Um assuming that most of you who bought 
this book are tired of the shotgun approa 
learn how to consistently record creatively correct expo- 


h and want to 


sures every time, 
Most pieture-taking situations have at least six possi- 


ble combinations of f-stops and shutters speeds that will 


all result in a correct exposure. Yet, normally, just one of 
the: 
creatively correct exposure. 


combinations of f-stops and shutter speeds is the 


As we've already leamed, every correct exposure is 


nothing more than the qua 


ive value of an aperture 
and shutter speed working together within the confines of 
a predetermined ISO. But 
always n 


creatively correct exposure 


ies on the one f-stop or the one shutter speed 
that will produce the desired exposure. 
Lets pretend Гог a moment that you're at the beach 


taking pictures of the powerful surf cras 
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One Creatively Correct On 


rocks. You're using a film speed of ISO 100: 
ture of 74, After adjusting your shutter жр 


This is just one of your exposure optio 

other combinations of apertures (f-stops) and 

speeds you can use and still record a correct ex 
s opening in half with an apes 

you'll need to increase the 

) sec.) to record a correct expr 

ture 01/78. again cutting the 

у 1 to increase the shutter 

a full stop (to 1/125 see.). Continuing in 

would also produce the following pairings 


and shutter spe: 


(14 to 115.0 
full stop (to 17; 


will all result in exactly the same exposure. And 
Ihe word same here means the "sar 
e value only! Clearly, a picture 
surf taken using //4 at 1/500 sec. would 
stopping detail of the surf as it hits the 
exposure of that surf using //22 at 1/15 s 
hand, would capture less action-s 
show the surf as a far more fluid and 


Cin for that subject. The choice 
always yours, so why not make it the m 
sure possible? 


dusk presents an oppor- 

tunity to show the vast 
difference between three 
quantitatively identical expo- 
EU {opposite and on the 

ing two pages|—the 

difference is inter creative 
exposure valve. | mesa all 
three of these photog) 
on Kodak EIS el p 
with my 20mm lens and | 


ors Ferris wheel at 


[ 


=< 


ilh my camera and 
W:s 80-400mm 
zoom lens mounted 


on a tripod and the lens set 
1o 300mm, | shot Ihe first 
image о! f/4 for 1/1000 


sec, The second image wos 


1/8 for 1/250 sec., and the 
third was [/16 for 1/60 sec. 


All three exposures are 
exactly the same in terms of 
quantitative value, but quite 
different in the arena of “cre- 
ative” exposure. Note how 
al the wide open aperture of 
1/4, the sunflower is isolat- 
ed—in effect, it’s all alone— 
but at [/16, due to the 


increase in depth of field, it 
has quite a bit of company. 


[All photos: 80-400mm 
zoom lens at 300mm 
Above: f/4 for 1/1000 sec 
Opposite, top: 1/8 for 
1/250 sec. Opposite, bol- 
tom: f/16 for 1/60 sec.] 


SIX CREATIVE EXPOSURES VS. ONE CREATIVELY CORRECT ONE 29 


ne of the best lessons I know is very revealing 
Not surprisingly, it will lead you further into the 


О 


stationary subject, such as a flower, or have а friend 


world of ereatively correct exposures. Choose а 


stand for a portrait. Also choose a moving subject, such 
as a waterfall or a child on a swing. If possible photo- 


graph on an overcast day and choose compositions that 


crop out the sky so that it is not part of the scene 
With your camera and lens mounted on a tripod, set 


the camera to manual exposure mode. Get used to 


Iwo waves, different 

effect—all because of a 
M change in exposure. The 
camera and lens were the 
same for both images, but 
for the image at right | chose. 
а shutter speed of 1/500 
sec. lo freeze the action of 
the wave. In doing so, | 
knew I'd end up with a large 
lens opening, namely 
because | was using ISO 50. 
Sure enough, os | adjusted 
my aperture while taking a 
meter reading off the distant 
horizon and blue sky, | got 
1/4 as a correct exposure. | 
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е Creatively Correct E 


sure 


being in manual mode as this is where you'll 
all of your "quality tim 
ture wid that will be th 
your lens, such as /72, /72.8, fi 
to fill the frame with your subjeet—be it the fle 
adjust your shutter speed until a cor 


iding 


the portrait 


shoot one frame. 


Now change your aperture one stop (for exa 


then recomposed and took 
the shot. 

For the image above, | 
wanted the angry surf to 
have a softer and more sur- 
real quality. So, 1 set the 
aperture lo 1/32, knowing 
that this would force me to 
use a much slower shutter 
speed (1/8 sec.) since the 
aperture opening had been 
reduced considerably. 


[Both photos: 80-200mm 
lens at 200mm. Right: /4 
for 1/500 sec. Above: 1/32 
for 1/8 sec] 


rect exposure hoot one frame 


change the aperture from 75,6 to /78 and so on. 


remembering to change the shatter speed in 


keep the exposure correct, For each exp 


wn the aperture and shutter 


ss than six 


speed us 
«ling on your lens, you will have no le 


rture/shutter 


speed combinations, and 


y each and every exposure is exactly the 


ms of its quantitative value, you should cer- 


e a difference in the overall definition and 
ће ally 


y “alone” im a few frames; it gets lost in a sea of 


im A once lone flower is r 


background when you use apertures of //16 and /722 


SIX CORRECT EXPOSURES VS. ONE CREATIVELY CORRECT ONE 3 


(See the images on pages 28 and 29.) А portrait picks 
up some distracting elements in the background, too, 
when you use those bigger f-stop numbers 

And what about that waterfall shot, for example? 
That blurred cotton-candy effect doesn’t appear until 
you use apertures of /16 or /22. And isn't that motion- 
filled у 


thing? It's funny how at the faster shutter speeds, 


ograph of your child on а «wing really some- 


motion is "frozen"; but at the slower shutter speeds, 
figures in motion look ghostlike. Look at your notes and 
decide which combination of aperture and shutter 
speed resulted in the most creatively correct exposure 


for you. 


ato: | 


Seven Creative Exposure Options 


loncing quickly at these 

seven images of my 

father, it may not regis- 
ter that each is а bit different 
from the previous one. But 
поје ће difference in the 
background, which becomes 
gradually more defined in 
each one—eventuolly creat- 
ing а striking difference 
between the first image and 
the last опе. 

Each of these images is 
the same in “quantitative 
volue," but each one is dif- 
ferent in terms of its overoll 


depth of field, The type of 
background you want—out 
of focus or clearly defined— 
will ultimately determine 
which of these seven images 
is the “correct” one for you 


[All photos: 35-70mm lens 
о! 35mm. First row, left to 
right: f/2.8 for 1/1000 sec 
Юа for 1/500 sec., [/5.6 
for 1/250 sec. Second row, 
left to right: f/8 for 1/125 
sec., f/11 for 1/60 sec., 
1/16 for 1/30 sec. Left 
1/22 for 1/15 sec] 


SEVEN CREATIVE EXPOSURE OPTIONS 34 


he aperture is a "hole" located inside the 
lens. Also known as the diaphragm, this hole 
is formed by a series of six overlapping 


metal blades, Depending on your camera 

yon either make aperture adjustments on the 
lens, or vou push buttons or turn dials on your camera 
As you do this, the size of the hole in the lens either 
decreases or increases, This, in turn, allows more light or 


less light to pass through the lens and onto the film (or 


For all lenses, the smallest aperture number—either 
pending on the lens—reflects the 


admit the 


nd. will always 
amount of light, Whenever you set a lens at its smallest 


numl | aperture (or -stop), you are shooting "wide 


open.” When you shift from a small aperture number to 


larger one, you are reducing the size of the opening and 
"stopping the lens down 
The largest aperture numbers are usually 16, 22, or 


32 (or 8 or 11 with a fixed-lens digital camera). 
Why would you want to be able to change Ihe size of 
the lens opening? Well. for years, Ihe common school of 


thought has been that since light levels vary from bright 


to dark, you want to control the flow of light reaching the 
film. And, of course, the way to do this is simply by mak- 
hole (the aperture) smaller or larger. This logie 


suggests that when you're shooting on a sunny day on the 
white sandy beaches of the Caribbean, you should stop 


the lens down, making the hole very small. Doing so 
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of the sand lt 


also implies | 


would ensure that the brightne 
a ће film 


when you're in a dimly lit fourteenth-century eather 


^ in the This same logie 
vou should set the aperture wide open so that ma ma 
light as possible can pass through the lens and ontan 
film/digital media. 


Although 
tioned, I could not dis 


these recommendations are well тим 


ve with them more, They set 


the unsuspecting photographer for inconsistent results 


Why? Because they give no consideration to а far m 
important function of aperture: its ability to dete 
depth of field 

just what is depth of field? It's the are 


(from near to far) within a photog 


edly noticed when looking at magazines, calendars, 


ards, or large picture books, some photographs 


tain a great deal of sharpness. You might be mystified 
iphers use to record 


the “technique” professional phot 


extreme sharpness throughout an image—for example 
from the flowers in the immediate foreground to the dis 
tant mountains beyond. When you try to achieve ох 
sharpness in a composition like this, you may find W 


when you focus on the foreground flowers, the bae 


п you focus om 
had mo 


ground mountains go out of focus; and wh 


the mountains, the flowers go out of focus. I 
than one student say to me over the years, “I wish I 
one of those "professional" cameras that would allow met 


get exacting sharpness from front to back 
believe it when I tell them that they already ¢ 


he choice in back 
grounds can always be 
yours, if you know how 
to control the area of sharp 
ness. This is especially Nue. 
when using a telephoto lensi 
| made the image at left ot 
#/32, assuring not only tha 
the branch would be in 
sharp focus, but that the 
backgound would also be 
more defined than it Îs © 
site due to the added 

of field that small lens 
ings provide. | much p 

the less defined ba 


[Both photos: 80-40 

lens at 400mm. Lel 
1/30 sec. Opposite: 458 
for 1/1000 sec.] 


use depth of held to their advan 


age. Likewise, 
vs of a lone flower against а background of out-of 
ws and shapes (like th 


on page 29) аге the 


itive use of depth of 


What 
х come into play: the focal length of th м. the 

e between you and the subject you want to focus on, 
gly that of these 


ve elements, aperture is the most important. 


exactly influences depth of fi 


| the aperture you select, Ef 


n theory, а lens is able to focus on only one object at 


for all the other objects in your compositi 


wr away they are from the in-focus subject— 
rit be in front of or behind it—the 


жиз they will be. Since this theory is based 


given seene thre the largest lens opening. it’s vital 


ї you appreciate the importance of understanding 


ture selection. Of cour 


tal media), but 


ect makes an ima 


chosen aperture dictates how well this image is 


med” on film. Optical law states that the smaller the 
ening of any given lens (large f-stop numbers—16. 22, 
а of sharpness or detail in the 


the greater the а 
to. When using apertures al or near wide open 
3. 4. or 5.6). only the light 
will be rendered on film 
in the scene—the out-of- 


(smaller f-stop numbers— 
that falls on the focused subje 


all the other | 


as "shar 


ross the film or sensor. In 
a out-of-focus blobs, 


light. 


will “sp 


effect, this unfocused light recorda 


те object is photographed at 
1722. the blast of Tight 
entering the lens is reduced considerably, The resulting 


Jonversely, when this 


а very small lens opening. such 


sharpness and detail 


ntains а greater аг 
splatter across the film plane 
fined to a smaller opening 
as it passed through the lens. Imagine using a funnel 


because the light didn’t 
for sensor) but inste: 


with 


ery small opening and pouring a one-gallon сап 
t though it into an empty bucket, Compare this 
process to pouring a one-gallon can of paint into the 
same empty bucket without the aid of the funnel. 
Without the funnel, the paint gets into the bucket quick- 
er, but it also splatters up on the bucket sides, as well. 
With a funnel, the transfer of paint to the bucket is 
cleaner and more contained. 

Keeping this in mind, you can see that when light is 
allowed to pass through small openings in a lens, a larger 
area of sharpness and detail always results. Does this mean 
that you should always strive 10 shoot "neat" pictures 
instead of “messy and splattered-filled” ones? Definitely 
not! The subject matter and the depth of the area of sharp- 
ness you want to record will determine which aperture 
choice to use—and it differs from image to image. 


of pa 
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pieture-taking situations for 


а в 


which your attention to apertum 
paramount, The first is what I call a story 

composition. This is simply an image 
that, like the name implies, tells a story. And 


like any good story, there's a beginning (the foreground 


subject). a middle (the middle ground subject), and an 
end (the background subject). Such an image might con 


tain stalks of wheat (the foreground/beginning) that serve 


to introduce a farmhouse fifly to a hundred feet away (the 
und/middle), which stands 


s and blue sky 


main subject in the middle y 


кайпы! a backdrop of white puffy clou 
(the back 


Experienced amateurs and pr 


und/end). 


ionals call most 


often upon the wide-angle zoom lenses—such as the 


35mm, 28mm, 24mm, and 20mm focal lengths—to shoot 
their storytelling compositions. One of the primary rea- 
sons wide-angle zooms have become so popular is that 


of focal 


lengths that a photographer would use when shooting sto- 


they often encompass 100 percent of the ran; 


imagery, i.e. 17-35mm. 


netimes happens that a storytellin 


composition 
needs to be shot with a moderate telephoto (75-120mm) or 
1 
less of the lens choice, there is one constant when making 
a storytelling 


with the “normal” focal lengths (4560mm), but re; 


composition: a small lens opening (the 


f-stop numbers) is the rule! 

Once you start focusing your attention on storytelling 
compositions, you may find yourself asking a perplexing 
question: where the heck do you focus? When you focus 
on the foreground stalks of wheat, for example, the red 
barn and sky go out of focus; and when you focus on the 
red barn and sky. the foreground wheat stalks го out of 


focus. The solution to this common dilemma is simple: 


OTE: Some of you may own one of those new 

SLR (single-lens-reflex) or fixed-lens digital 

cameras that offer an auto-depth-of-field scale 
setup; Canon is one example. With these cameras, 
you can autofocus your foreground, autofocus the 
background, and the camera will then beep only if 
your range of depth of field is greater than the aper- 
ture choice can offer. Wow! Now that's what I call a 
very. very cool invention! If the camera should beep. 
chances аге good that you're focusing on too close of 
а foreground. so move back a bit and focus again. 
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you don't focus the lens at all. bur rather preset the fach 
via the distance setti 
There was a time when most photographers used И 


Je-focal-length lenses instead of zoom simply became 


they were sharper. Additionally, all утаје боса етра 
lenses had—and still we—what is called а dep 
of-field scale. This depth-obfield scale makes И very 
easy to preset your focus for a given scene before yam 
ind it offers tremendous assurance that youll get ies 


mess that you desire in your image, Bat will 


the proliferation of high-quality zoom lenses, mest plis 


tographers have abandoned single-focal-length lense til 


favor of zoom lenses. The trade-off, of course. is that wal 


are then running around with lenses that dont fomes 


depth-of-field scales 


road by ils v 
acis os o powerful line 
that can lead | 


into a s 


lo 130mm and my aperture 
/32, and then foci 

third of the way into | 
ene. Wilh my comera 


inted upward to the green 


, V adjusted the shutter 
until a -2/3 exp 


for more on !his,) I Il 
[| 


recomposed lo 


d off 


scone 

rol 
harply in 
focus throughout 


[75-300mm lens at 130mm, 
1/32 for 1/2 
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5: 20-35mm 
20mm, 716 for 
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Zoom Lens Conversions for Fixed-Lens Digital Came 


hether you shoot with a Minolta, Oly 
Pentax. Nikon, Sony, or Canon fixed- 
digital camera, у ^ aware 


the focal length of your zoom lens does not correspond 
to the focal-length numbers for a 35mm SLR camera, 
Your way describe the zoom lens as 7-21mm, 


am 
im, or 9,7-18,5mm. 


cuss wide-angle lenses or telephoto | 


its angle of view into 
terms. The is equivalent to а 38-155mm 
zoom lens, 2mm lens is equivalent to a 
35-280mm zoom lens. And the 9,7-48.5mm lens is 
equivalent to a 38-190mm zoom lens. 

Notice that most fixed-lens digital cameras don't 
have a focal length that offers a greater angle of view 
than the 62 degrees of the mode mm wide-angle 
lens used by SLR camera owners. It’s a moderate angle 
of view that seldom creates роже erful storytelling com- 
positions, bec 5 simply not a wide enough angle. 
So, when thinking about depth of field, keep in mind 
that your widest lens choice is 35mm, and that is the 
number you should keep in mind when presetting your 
lens for maximum depth of field. (See pages 38—45 for 
focusing for maximum depth of field.) 


how your 1 


Fixed-Lens Digital Cameras and Depth of Field. 
Your fixed-lens digital camera is hopelessly plagued 
with an uncanny ability to render a tremendous 
amount of depth of field, even when you set your lens 
to f/2.8—an aperture of /72.8 is equivalent to an aper- 
ture opening of //11 on an SLR camera! And, when 
уоште at /74, you're able to record a depth of field 
equivalent to /716. At /75.6, you're equivalent to /722. 
At JIB, you're equivalent to /732, and if your lens goes 
to f/11, you're at a whopping f/64! Those of us who use 
SLRs can only dream of the vast depth of field that 
would result from apertures like /764. 

One added benefit of having apertures that render 
such great depth of field is in the area of exposure 
times. For example, if I were shooting a storytelling 
composition with my SLR and 35mm wide-angle lens, 
I would use /722 for maximum depth of field. 
Combined with an ISO of 100 and assuming I'm shoot- 
ing а sidelit scene in late-afternoon light, Г use а 
shutter speed of around 1/30 sec. With this slow a 
shutter speed, I'd more than likely use a tripod. You, 
on the other hand, could choose to shoot the same 
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scene at an aperture of /[5.6 (equivalent 
field to my /22). and subsequently. you 
to use a shutter speed that's four stops 
ing Mit sec. Wie needs a tripod at t 


de pr on a blade of grass (assumi 
close-up/macro feature), you ean shoot at, 
(equivalents of 732 or f/64) and once a 
some amazing sharpness and detail that ® 
only dream of. And, as every SLR user 
photographing with a macro lens at //32, 
using our tripods since shutter speeda 
slow to safely handhold the camera and le 
again, with your aperture а! /78 (an /732 
can photograph the same dewdrop at much 


a tri 
d PAE cameras, AS na the absence of a 
angle lens? Yes, there is: You can't be | 
cessful when shooting singular-theme/isol 
ns (see pages 48—55) as SLR shoote 
with your lens set to the telephoto 
your aperture wide open, you'll s 
attempts to render a background that r 
and out of focus. Remember, even wide 


to ЛИ on an SLR. There are ai 
the market that can help in times like 
lenses, close-up filters, and such), but 


And finally, most eos 
do not have any kind of distance d 
50 you won't be able to manually se T 
imum depth of field as Гуе 
users. Instead, you'll have to rel; ely 
focused distance when Be 


With. your lens set to f/8 Eno 
length (7-9mm), focus on somethi 
five feet from the camera. Then, adj 


Бјес 
appear out of focus when | you 
Sus 
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TOW TELLING 


Singular Theme Ipertures 


we second picture-takin 


N our attention te aperture choice 
is when making what I call a singuli 
Her 


м harness i 


delibe 


composition 


frame. leaving all other objeets—both in front of and 


behind the focused object—out-ol-foeus tones and 
shapes, This efleet is a direct result of the aperture choice 

Since the telephoto lens has a narrow angle of view 
ind an inherently shallow depth of field, its often the 


lens of choice for these types of photographie situations 
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When ¢ 


115,01, а shi 


candid or pose 


position, as is a fl 


to sin; oul fre 


deliberately seek ou 
ubjeet, the blurry background 
call further attention to the їп 
often referre 


standard “visual law 


whatever is in focus is underste 


to be of greatest/most importance 


n to the 
1 the bird 
e to the bird 
І 
xckground tree 
» ће bird 
An aperture 
bird is 
background 


mpha: 
Placing the visual 


sight on the grape 


With my 


camera and 35. imm lens 


п a tripod, and the lens set 


and village in B. 
France, Moving in c 

on the lone cluster of 
gropes, set ће aperture to 
f/4, and then adj 


SINGULAR-THEMI 


APERTURES 


Ihe Depth-of-Field Preview Button. № there any 


nine the best aper 


the camera that ean help d 


for simgular-theme € ions? Yes, there 


m dehol field preview button. However, this but 


ton isn't found on all camera 


And unfortunately, even 
when it is present, it is often the most misunderstood fea 


ture on the camera 


s simple 


the depth-of-field preview butto 
to use, it initial! 


confuses many photography 


ment I hear from students in my 
“I press it and everything just g 
Overcoming this distraction 
lakes practice. If your camera does indeed 
depth-of-field preview button, try this exerci 
set your aperture to the smallest number—/72.8, /73.5. 
or 74, for example. With а 70mm or longer lens, focus 
on an object close to you, leaving enough room around 
the object that an unfocused background is visible in 
the composition. Then, depress the depth-of-field pre- 
view button while looking through the viewfinder, 


workshops is 
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EXERCISE: Mastering the Button 


The purpose of this button ia simple: when the bi 


is depressed, the lens stops down to whatever apani 


you've selected, offering you a preview of the ay 


depth of field you ean expect in your final image 


enables you to make any necessary aperture adji 


instance of “incorrect? 


ments, thereby correcting 
unwanted depth of field before recording the exposi 


Nothing will happen. But now change the ap 
wide open 10/78 and take a look, especially a 
of-focus background. You no doubt по 
viewfinder getting darker, but did you 
the background became more defined? If 
aperture to /716 and depress the button a 


viewfinder got even darker, but that oi 

ground is quite defined, isn’t it? 
Each time the lens opening (the 

er, objects in front of and behind 

will become more defined —in other v 

sharpness (the depth of field) is ext 


Now, head outside with а telephoto lens. say a 
our aperture to /716. Frame up a 
flower or a portrait. Once you focus on your subject, 
depress the depth-of-field preview button. Things will 
become quite a bit darker in your viewfinder since 
you've stopped down the aperture, but more impor- 
tantly. take note of how much more defined the areas 
both in front of and behind the subject become. If you 
Want to tone down all that busy stuff around the sub- 
ject, set the aperture to /75,6. The background will be 
less defined. Overly busy compositions that are meant 
lo convey a singular theme can easily be fixed with 
the aid of the depth-of-field preview button. 


200mm, and set y 


(opposite), note how busy 
ће image is ond how the 
main flower is not alone. 
Fortunately, | was able to see 
this when | depressed my 
depth-offield preview button, 
опа at that point, moved 
down toward the smaller 
operture numbers—all the 
while looking through the 
viewfinder while keeping the 
depth-offield preview button 
depressed. This allowed те 
lo see ће once-busy back- 
ground slowly fade to blurry 
tones, resulting in a lone- 
flower composition (above) 
о! an aperture of [/5.6. The 


|| the first example ot /22 


soft and muled colors of the 
outoffocus background 
serve lo emphosize the: 
importance of the single 
flower in the photograph. 
Clearly, | wanted all the 
attention on this lone flower, 
and the one sure way lo 
achieve this is to use a large 
lens opening. A large lens 
opening, especially when 
combined with a telephoto 
lens, renders shallow depth 
of field. 


[Both photos: 75-300mm 

lens at 280mm. Opposite: 
#22 for 1/30 sec. Above: 
/5.6 for 1/500 sec] 
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Ithough not often called 
upon to create singular- 
Älheme images, the wide- 
angle lens can also be a use- 
ful tool for isolating sub- 
jects—if you combine the 
close-focusing abilities of the 
lens with an isolating oper- 
ture, such as f/2.8 or [/4 


ћ 


Here, due to a large lens 
opening, the depth of field is 
severely limited, keeping the 
visual weight of the imoge 
where | wanted il—on the 
freshly picked bouquet. 


[35-70mm lens at 35mm, 
172.8 at 1/1000 sec.] 
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cenes like this will make 

you wish for extra film, 

or extra batteries and 
flash cards in ће cose of 
digital. There's so much pho- 
tographic opportunity in a 
field of wildflowers, no! the 
least of which is the opportu: 
nity to isolate. After spending 
some time photographing the 
multitude of random patterns 
in the field with my 
35-70mm lens (above), | 
switched to my 75-300mm 


lens and started seeking out 
the numerous lone flower 
opportunities. Needless to 
say, it was а visual feast, 
ond the image on the facing 
page was just one of the 
many singulartheme images 
| got that day. 


[Above: 35-70mm lens 
o! 50mm, f/11 for 1/30 
sec. Opposite: 75-300mm 
lens at 300mm, #/5.6 for 
1/125 sec. ] 


u ho cares” what aper 
ture you use when 
hooting а portrait 


t a wall? With my 
and 80-200mm lens 


mounted on а tripod, and 


оса length sel to 


mm, | сћозе a critical 
ad my shutter speed 


at 135mm 
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[35-70mm lens at 35mm, 
ЛЛ for 1/250 sec.] 
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3l tubes fit 
your camera and 


ser. As you 
! example 


my 


s with macro 


J а true 


pness (right), | 
Wilh my 


lens mounted on 


se an aperture 
гер deplh of 
adjusted my 
пн! 1/1000 
correct 
exposure in the early.morn- 
Er led a 


пзїоп tube and 


se, filling ће 
e butterfly and 
ng it 
field diminish: 
‘ou focus, | was 
hoose а view: 
сед the side of 
fly parallel to me. | 
} ће shutter 
until 1/60 sec. indi- 
ated а correct exposure. 


е раде: 75-300mm 
at 75mm, //5.6 for 

00 sec. Right: 75-300mm 
300mm, 12mm 

on tube, [/5.6 for 
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N 


ик 


y placing this lone feath- With my aperture set to engaged, | then fired off 
B: on а rock, | created а //22, | adjusted the shutter several shots. 
‘composition thot offered speed until 1/15 sec. indi- 


а great excuse to break out cated a correct exposure in [Nikkor Micro 70- 180mm 
my macro lens for some real- ће camera viewfinder, and lens ot 180mm, //22 for 
ly close-up photography. with ће comera's selftimer 1/15 sec] 


Macro Accessories and the Advantage of Fixed-Lens Digital 


here are various photographie acces il- fixed-lens digital for this reason, if for this reason nul 
Ле to make close-up photography possible. For Sure, I have a macro lens that can go to /732. but Ing 
all of the SLR shooters, you have macro lei one stop further to /764 . . . oh, that would be so ni 


or zoom lenses with a macro or close-focus featur It could make such a difference in much of my el 


well as extension tubes, macro converters, and close- up work. 
up filters, which are all designed to get you “up close Granted, shutter speeds are already slow enoug 
and personal.” when I shoot а 732, but ev I would patiently 
hours if necessary for the br to stop just so thal 
JIGA. And here's another bit of good 
tune for those fixed-lens digital shooters who have ай 
2711 aperture: not only do you get to record some at 
i oth of field, but you ean do so at relatively 
shutter speeds since your aperture remains at f? Hle 


depth of field equivalent to OU ll 


For those of you using a fixed-lens digital camera 


you can also use close-up filters, or in some cases could use 


manufacturer may offer a macro/clo: 


screws into the front of your lens. For fixe 


digital shooters, the world of close-up pho! 


offers closeness tha 


slained on page 46. J711 on a fixe 


dream of though it rende 


lens d equivalent to //64 on à you've ever wanted an excuse to shoot some amazi 
That's one heck of a lot of depth of field close-u is certainly a good one. All that ren 
posal! And, if truth be told, all of is to de ne whether your lens offers a close-h 
ега users—film or c feature or a close-up lens attachment. 1 sure hope 595 
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camera and 
tripod, | used an a 

1/16. Since there was on 
overcast sky, | chose lo shoot 
in operture-prio! 

allowing the camera 

the exposure for me. 


[Both images: Nikkor Micro 
70-180mm lens, /16 for 
1/8 sec.] 
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angle lens, you сап get real 


ose. | used a 35. 


ens, a tripod, and a small 


12mm extension 


зоп lost in a world of 


sensuality, curvilinear lines 


eit 


lost in fields 


adows covered with 
With my 35. 


dew Omm 


35mm macro/close 


blade jrass with 


but Iwo dew 


on it, T 


hanging 


give th 


Масе, | set 


was able to render them in 
sharp detail while at the 


same time including the out 


us shape of a distant 


the background. For a 
ok—the 
Iwo drops all by them 


ont macro 


| switched to my 
MicroNikkor 70-180mm. 


xcuso to 


lens. With my со! 


3 support 


endet 


| was ОЁ 


Jowdrops ond 
the two lone dewdrops gnd 


down fisheye 


the upsic 


field beyond) that where 


within each drop. I used а 


to trip the ahul 
зо 


cable release 
ter and shot a few ex 
y the very light 

y through the 


і 


breeze blowing 


meadow. Crawling aroun’ 
this field in my rain pants 
proved to be a good idea 
Above: 35-70mm lens af 
35mm (macro/e 

mode), /22 for 1 
Opposite: Micro Nikkor 

)- 180mm lens at 180M 


1/32 for 1/4 see] 


мо resting 


> 


Iperture and Specular Highlights 


ou've undoubtedly seen your share of 
movies that contain night scenes shot on 
well-illuminated streets, Did you notice 
that when | 


the characters, the 


amera focused in 


e on 
background lights 
? Like 


the idea of visual weight, this is another optical phenom- 


appear as out-offocus eireles or hexagons of col 


enon; in close-up photography, any out-of-focus spots of 


light appearing inside the vienfinder will record on film 
or digital media in the shape of the aperture in use; 
Additionally, the distance between the main subject and 
the background lights determines just how large and dif- 
fused the out-of-focus spots will he. The spots are also 
called specular highlights. 

То produce a background of out-of-focus eireles, you 
must use a wide-open aperture, This is the only aperture 
that is 100 percent circular in shape, All other apertures 
are hexagonal, So, whether you're using a macro lens (for 
which a wide-open aperture may be f72.5 or /74) or a tele- 
"nsion tubes 


photo zoom with the "maero" setting or ex 


on your 35- 
5.6), you must physically set the aperture to the wide- 
open setting if you want to record circular shapes, 


70mm zoom (when wide open is /73.5 or 


If you have a fondness for hexagonal shapes, simply 
use any aperture except wide open, The sooner you put 
yourself in positions to explore and exploit these out-of 
focus shapes, the sooner you ean begin to record compo- 
sitions of great graphic symbolism. 

Finally, don't forget to photograph the sun. I've arrived 
id 
focused my close-up equipment on a single of blade of 
d head, framing it against a large and loom- 
ing out-of-focus "ball" of light. What I recorded was, of 
course, not the actual sun 


in countless meadows at dawn or just before sunset 


grass or Ni 


f, but rather a circular 
record of its distant rays of ligh 
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EXERCISE; 
Christmas -Not 
lor the Holidays 


Lights 


rab a string of Christmas tree lights. 
‚dark room, plug them in. From 
room, look at the lights through yo 
Jens (either an actual macro lens, a zoom 
macro/close-focus setting, or a short tel 


front of the lights and focus your 
hand until it’s sharp. You should see a host of о 
focus shapes of light behind your hand, __ 
Again, to record these out-of-focus 
circles, you must use a wide-open 
smallest aperture number). To record the 
as hexagons, consider shooting at /78 or, 
camera has a depth-of-field pres 
once you've set the aperture 10/78 or 71 
how the shapes change from circles to he 
Now that you've practiced on 
lights, consider putting this technique to wo 
time of year, Theater K 
even car head- and 


off 


lance of ten to twenty feel and enjoy the 
For those shooting with film cameras, 
highlights can be great elements wh п. 


Shoot Ihe a version of the scene in | 
another out of focus. 


of the shutter mechanism is to 


Im or digital media=for a specific length of 


me. АЙ SLR cameras, film or digital, and 

sat digital point-and-shoot cameras, offer a 

tion of shutter speed choices. Shutter speed con 

trols the effects of motion in your pictures, whether that 
motion results from vou deliberately moving the camera 
while making an image or from your subjects moving 
within your composition, Fast shutter speeds freeze 


blur 


леон, while slow ones ean record the action 


ver on the lookout for 

fresh points of view, you 

can imagine my enthusi 
asm when | discovered that 
the folks at Bogen had an 
array of attachments that 
would allow me to use my 
camera almost anywhere. 
This is especially useful when 
interpreting motion photo- 
grophicolly. Their Super 
Clamp, Magic Arm, or 
Suction Cup will take you 
places you could only dream 
of before. With the Bogen 
Magic Arm attached to the 
handlebars of this scooter, | 
was able to capture what | 
call а rood'seye view of a 
scooter in motion. Once | 
attached my Nikon N90 ond 
20-35mm zoom lens to the 
other end of Ihe Magic Arm, 
| looked through ће 
viewfinder and set ће focol 
length to 20mm. This provid- 
ed ће wide and sweeping 
view | was seeking. Since it 
was ап overcast day, the 
light levels throughout the 
city streets were relatively 
consistent no malter where 
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Up until now, our discussion has been about thi 


ical role aperture plays in making a truly creatives 


wre. That's all about to change as shutter speed 
venter stage. There are two situations in whieh 
hould make the shutter «peed your first priority 


the scene offers motion or action opportunities, oF 
you find yourself shooting in low light without a 
The world is one action-packed, motion-filled op 
ty, and choosing the right shatter speed first and 


z the aperture is the order of the day for 


n in your images 


my wife scootered. For that 
reason, | set ће camera to 
shutter-priority mode, choos 
ing а shutter speed of 1/15 
sec. In this mode, the com- 
era would now set the cor- 
rect exposure for me ма the 
right choice in aperture. 
Finally, | mounted the receiv: 
er of my Nikon Infrared 
remote shutter release onto 
the camera’s hot shoe (nor- 
mally where one puts ап 
electronic flash) and told my 
wife, “Okay, gol" Running 
alongside her and holding 
the remote shutter release, | 
fired о! will and soon had 
thirty-six exposures. 

This idea of attaching 
your camera to things that 
move is certainly not limited 
to scooters; there are bicy- 
cles, cars, skateboards, 
shopping carts, strollers, and 
lawnmowers to name just a 
few. With a Bogen clamp, a 
whole world of motion+illed 
opportunities awaits. 


[20-35mm lens at 20mm, 
1/15 зес.] 


Basic Shutter Speeds 


мамі shutter speeds are indicated 


ıer speed dial or in your viewfinder 
| 


м whole number such as 60, 125, 250, and 


1۸ 


If vou 


s, you've 


tter 


goin 


tually fractions of time (ie, fractions 
X) sec, 1/125 see. 1/250 see. and 
bought your camera within the past 
no doubt discovered that your cam- 
speeds that fall between those ones, 
from 1/00 see, to 1/30 see, to 1/100 
to 1/160 see, to 1/200 seo, to 1/250 
These additional shutter speeds are 


for fine-tuning your exposure, and I discuss this 


Mer de 


more) 


tail on the chapter on light (sce pages 


In addition to these numbers, most cameras effer a 


B setting as part of the shutter speed selection, B. 


stands for bulb, but it has nothing to do with electron 
ie Hash. It is а remnant from the early days of pieture 
taking when photographers made an exposure. by 


squer a rubber bulb at the end of their cable 


release, which was attached to the camera shutter 


n Squeezing the bulb released air through the 


cable, thereby locking the shutter in the open position 


until the pressure on the bulb was rele Today, 


when a photographers want to record exposures that 


than the slowest shutter speed the camera 


will allow. they use the B setting, along with a cable 


and a tripod or very firm support 


tracks ot o 
than 120 mph. The 


motion that resulted 


[35-70mm lens ot 35 
1/60 soc. at 1/22] 


| ' ' 
\ ' 1 
жа | 
t i n hat freeze 
V te t 1 
: i tter spe This is particular ica 
| ‹ E s wl 
ndstand 
| hutter speeds of 
these ij quire shutter sp 
st 1/500 or 1/1000 sec. Besides race cars on a track 


g rider 


nto the crisp 
cold air 


When you want to freeze ar ubject. you 


he direction in which the subject is 


ng. and your le 


re from the ac indred feet? The 


closer you are to the action, the faster the shutter speed 


must ђе. Next, determine if the action is moving toward 
r away from you. Then decide which lens is the most 
ippropriate one 


For example, ify 


at a distance of ten to twenty feet у 


angle or 
normal lens, you'd have to use а shutt 
1/500 see. to free 


peed of at leas! 
the action. If you were at a distance 
fone hundred feet with a wide. 


ize and motion would diminish considerably. so a shut 


gle or normal lens, his 


ter speed of 1/125 sec. would be sufficient. If y 


tance of fifty feet and using the frame-fill 


power of a 200mm telephoto 1 


1/500 sec. would be 


necessary (just as if you were ten feet from the action) 


Finally. you'd nee 


utter speed of 1/1000 sec. if the 


bronco rider were moving parallel to you and filled the 


r through your lens choice or your 


frame eith 


ability to 
physically move in close 
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п ће North Shore of 

Maui, surfers and wind- 

surfers alike arrive 
ery morning at Hookipa 
each hoping to catch Ihe 
bigges! wave or ride Ihe 
constant wind, When | made 
‘his image, | was hoping to 
Freeze the action of а surfer 

wiping out," Although my 


first few rolls were great 
records of fun in the sun, it 
seemed everyone out that 
day was an expert surfer. 
Although | was templed to 
leave, | decided to be 
patient and was soon 
rewarded. The wind picked 
up, and with it, even larger 
swells began to form. My 


patience was soon rewarded 
when one surfer took a really 
big hit from a thundering 
wave that knocked him off 
his board and sent him fly- 
ing. A few minutes prior to 
making this image, | had set 
my exposure by aiming my 
fripod-mounted camera and 
lens toward the blue sky 


—— ea 


‚above the horizon line. With 
my зћинег speed set to. 
1/500 sec., 1 adjusted the 
aperture until //8 indicated a 
correct exposure, As o resull, 
1 was more than ready when 
the action began to unfold. 


[600mm lens, 1/500 sec, 
at [/8] 
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her, | spent топу 
m the safety of a 


| y early years as а pho: 


ft blind that was real 


me to my bird 
Obviously, a bird 


der attracts lots of birds, 


ally in winter when 


er build his new home in 
ver, we both 
lime out to photograph 
eagles! And unlike me with 
my backyard bird feeder of 
suet, millet, sunflower seeds, 
and peanut butter, my broth 
er placed large pieces of 
salmon on several sheets of 
plywood 


Alaska, how 


ving their perch 
гађу tree, the eagles 
wooped toward the salmon 
at o fast росе and, with their 
claws outstretched, snagged 


по 


the pieces of salmon with 
grace and ease. 

Unlike photographing 
birds perched in trees, рћојо- 
graphing опу birds in 
flight—especially big ones 
like eagles and especially 
when they are so close to 
you—requires the use of o 
fast shutter speed lo freeze 
the action (flying speeds con 
reach 30 or 40 mph). With 
my Nikon D1X digital com- 
era and my lens on autofo: 
cus, | first set my shutter 
speed to 1/500 sec. With 
the sun at my back and the 
eagles bathed in early-morn- 
ing frontlight, | simply aimed 
the camera toward the blue 
sky above some distant hills 
ond adjusted my aperture 
until f/9 indicated a correct 
exposure. | then recomposed 
ond fired away at ће many 
eagles flying nearby. 


[80-400mm lens at 400mm, 
1/500 sec. at 9] 


ost cameras today come fully equipped with 
a built in motor drive or winder, which 
allows photographers to attain a higher 


degree of success when recording motion. Without 


the aid of a motor drive or winder, it’s often a hit-and- 
miss proposition as you try to anticipate the exact 
right moment to fire the shutter. With the aid of a 
winder or motor drive. you can begin firing the shut- 
ter several seconds ahead of the peak action and con- 
tinue firing through to a second or two after, and it's 
a very safe bet that one—if not several—of the expo- 
sures will succeed! 

Although its possible to shoot action sequences 
with eith 
eras are capable of recording imag 


ra film or digital camera. some film cam- 


s al up to seven 


tal cameras can 


frames per second while mc 
only record images up to three frames per second. 
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Panning 


пеп pann 


hich t 


). panning is a 


y, Most often, slow 


from 


hutter 


1/00 sec 


Panning race cars was quite common years ago, Im 


this situation, from your spot in the grandstand yo 


would begin to f ı race сага movement with your 


camera as the car enters your frame, Next 


while holding 


the camera, you would simply move in the same diregs 


tion as the car, left to right or right to left, keeping the ene 


in the same spot in your viewfinder as best you could and 


firing at will. You should make a point to follow through 


lı a smooth motion, (Any sudden stop or jerky move 
alter the The 
images should show a race ear in focus against 
colorful blur 

Ihe importance of the backg 


ı could adversely panning effect.) 
ШШ 


¡ckground of а streake 


ind when panning can 
be overstated, Without an appropriate background, 
am reminded of one my first 


luring ean result. | 


ipts at panning years адо, Two of my brothers were 
ving Frisbee. With my camem and 50mm lens, and a 
iter speed af 1/30 see., I shot over twenty exposures 
he toy streaked across the sky, Twenty pictures of a 


le subject seemed almost nightmarish to me back 


then, but I wanted to be sure I got at least one good 


Unfortunately, not a single image turned out 


With the Frisbee against only a clear and solid-blue sky. 


there was nothing behind it to record as a streaked 


wk- 


ground. Keep this in mind: panning is a good reason to 


take note of potentially exciting bac kgrounds. 


I use а tripod freque 


tly, but when it comes to pan- 


ning, a tripod is often a hindrance, so leave it home. (1 


can hear the roar of thunderous applause!) Since you're 


panning moving subjects, you must be free to move, 


and using a tripod m 


s прош as much sense as eal- 


ing spaghetti with your hands tied behind your back. 


wos having the lime of my 

life shooting sunflowers out 

in Ihe middle of 
nowhere—where ће only 
noise that breaks ће incredi- 
ble silence is the occasional 
car passing through on the 
lone country road that runs 
through this field. It wasn't 
until | turned my attention 
away from the sunflowers 
that it occurred to me that 
panning on о car as il drove 
by could prove to be а 
good stock shot. And, as 
often happens in cases like 
this, once | wanted a car, | 
had to wait and wait and 
wait for one. Just when | 
thought about packing it in, | 
heard о car approaching. 1 
put the camera lo my eye 
‘and did а quick recheck of 


my exposure (1/60 sec. at 
#16) os | metered the blue 
sky above the field of flow- 
ers. Once the car entered 
the Кате, | began to shoot 
ond pan, following the car 
and doing my best to keep it 
in the some point in the 
frame while moving the com- 
era Кот left to right. | just 
kept firing the whole time 

the car was there (the cam- 
era's motor drive fired off 
five frames per second), And 
my hunch was right, as this 
опе image has earned more 
than seven thousand dollars 
in combined sales with my 
stock agency just over the 
last twelve-month period. 


[80-200 lens at 200mm, 
1/60 sec. at 16] 
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hile living in Europe, 
WW: 
the bicycle os a won- 


derful alternative to the cor. 
Additionally, I've seen count- 
less bicycle races all across 
the countryside, and in many 
small towns and villages. At 
one гасе іп a small town in 
Holland, | stationed myself 
on а street corner where the 
cyclists would make one of 


#2 SHUTTER SPEED 


several turns. | set the focal 
length of my 20-35mm 
zoom lens to 20mm and ће 
shutter speed to 1/4 sec. 
Next, | adjusted ће operture 
until #/22 indicated a correct 
exposure for the gray road 
in front of me. As the cyclists 
came into the viewfinder, | 
simply moved the camera in 
а fluid side-to-side motion, 
left to right; plus, | also 


zoomed the lens from the 
20mm focal length to the 
35mm focal length. In addi- 
tion lo this recording the 
panning effects, it also 
recorded the explosive 
effects that result from zoom- 
ing during a slow shutter 
speed exposure. 


[20-35mm lens а! 20mm, 
1/4 sec. at [/22] 


| A gheiher it cascades 

WV M down through rocky 
© © streams or over 
basaltlayered cliffs, water 
captured at a slow shutter 
Speed is very soothing to 
look at. This example (oppo: 
sito) is the Upper North Falls 
9! Oregon's Silver Falls State 
Pork. The early-morning light 
was casting its glow on the 
nearby trees, and subse 
quently, like a mirror, these 
vivid green colors and the 


blue sky overhead were 
reflected in the stream 
below. | wasted no time in 
turning my attention to this 
wonderful abstract photo 
opportunity, Using а tripod, | 
set my shutter speed to 1/8 
sec., adjusted my aperture: 
until #719 indicated а -2/3 
exposure, and fired off sever: 
al frames, 


[75-300mm lens at 210mm, 
1/8 sec. at [/19] 


f slow shutter speeds can 
| for water, why not Юг 

industrial sparks? In the fall 
of 2002, | was offered an 
assignment shooting steel 
mills. 1 photographed numer- 
ous subjects over the course 
of five days, including а 
number of varied composi- 
tions of hot steel and flying 
sparks. At one of the five 
mills | photographed, thirty: 
foot lengths of twelve-inch 
steal pipe were sent down a 
long track where the end of 
each was then cut by an 
‘automated machine, II was 
there that | sel up my tripod, 
about ten feet from the pipe 
itself. Despite this distance, | 
found myself sweating pro- 
fusely, as the heat coming off 
the pipes was well above 
two thousand degrees. 

With a focal length of 
400mm, | chose а «172 soc. 
shutter speed—the some 
speed that has worked so 


well for waterfalls and 
streams over the years. As 
the pipe lay on the track, the 
automated cutter would slice 
through the steel, all within 
five seconds. During these 
fivesecond periods, I would 
look through the viewfinder 
and note how the camera's 
light meter reacted to the 
bright hot steel and flying 
sparks. Determining that the 
brightest point in the overall 
composition was the cutter 
itself and having shot numer 
ous sunrises and sunsets 
‘over the years, I chose to 
ignore this much brighter 
light and set an exposure 
for the surrounding glowing 
steel of the pipe itself 
much like choosing to set an 
‘exposure from the orange 
glowing sky to the tight or 
left of the sun. 


[80-400mm lens al 400mm, 
1/2 soc, at [/27] 


IMPLYING MOTION a5 


EXERCISE: Motion with 


a Stationary Camera 


camera remain 


N hooting movement while the 
ID at possibilities. Ty your hand at this exercise 


the next time yon visit the local. playground ог 


amusement park. E promise it will help you discover 
many more motionsfilled subjects, At a playground 


f trees in the back 


with a star 


find а swing 
ra and 


ground. As you sit in the swing with your ean 


your shutter speed lo 1/30 sec 


wide-angle len 
and point and focus the camera at your outstrele hed 
leg 
ture until a correct exposure is indicated by the eam 
eras meter, All s (keeping both. 


arms carefully wrapped around the ehains or ropes of 


s (preferably with bare feet). Then adjust the aper 


? Start swin; 


vod swing 


the swing, or course). Once you reach а g 
ing action, press the shutter release. Don't hesitate to 


take a number of exposures, The result will be sharp 


legs surrounded by а sea of movement—an im: 


that says, “Jump for joy for spring has эргип 


Next, move to the seesaw, Place the camera so that 


saw about a foot in front 


Nat on the ses 


its base res 
of where you'll be sitting. With the ehild or adult sit- 


ting on the other end, focus on them with your shut- 


«d set to 1/8 seo, and adjust your apertur 


ler spe 


Then begin the up-and-down motion of the ride 


keeping one hand on the € of course 


shoot а number of exposures at. different intervals 


while continuing to seesaw. The end result is a 


sharply focused person against a background of 


streaked blurs, 


At an amusement park, walk over to the merry- 


round and hop on board. Wait until the ride gets mov- 


ing at a good pace, and with your shutter speed set to 
1/30 sec. focus on a person or opposite you, Adjust 
your aperture and fire away. The end result is, once 


ainst a background 


again, a sharply focused persona 
of swirling streaks. Would that mi 


tisement for Dramamine, or what? 


vat adver 


xd in 


why not in the 


veral уве 
years 


ighis and сат 
jhts and come upon 


иде fountain where 


show, With my tripod and 
35-70mn lans, | soon found 
that had shot more than 
twenty exposures because | 
likod the image before me 
> much, | set th 
wih to 50mm, my shuffer 


wed lo 1/2 sec., and 
d ће aperture 


focal 


merely adiu 


until //8 indicated а correct 
exposure from the strong 
backlight. The hallzecond 
exposuro did litle to freeze 
the action of the water, but 
that was not my intention. | 
wanted to record a n 
этого! water effect and 


1/2 soc. accomplished this 


inca my motor reading wos 
at for the much songar 
on the fountain, the 
yalhered in front of it 
ware rendered аз severe, 


underszposed silhouettes 


[35-70mm lens at 50mm, 


1/2 мс at 1/8] 


пи! In other words, you 


elease while zoomir 


press the 
vour lens from one focal distance to anoth 
er. W 


on the market today, I'm surprised that the zooming-dur 


the proliferation of zoom lenses 


sing your lens while | 


will produce the desired гези 


Don't be disappointed if your first few attemp 


film she film is cheap when compared to 


the tr па of a missed shot. For those of you using a 


point-and-shoot digital camera, you may feel your 


patience being tried. Unless you can figure ош a way | 


the motorized zooming feature on your camer 


d be the first to make this discovery. by the 


мау). you'll be unsuccessful in you 


and 


ipts. The 


biggest reason for th ause these cameras won't let 


you change any settings (and t neludes zooming) 


while the exposure is being made 


— 


Waking Rain 


welcome spring with greal 
enthusiasm. The sun has 
relurned and Ihe rains have 
subsided—ot least, ће 
real rain hos. | used ап 
oscillating lawn sprinkler 
to make it “rain” on these 
backlit tulips, and | metered 
off the green grass behind 


|= like me, you 


them. With my shutter speed 
at 1/60 sec., | adjusted 

my operture until /10 
indicated а -2/3 exposure 
and fired away. Ah, the 

joy of spring! 


[80-200mm lens at 200mm, 


20mm extension tube, 
1/60 sec.] 
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ee 


ippearin 


In 


achiev 


1 pli 


correct 


hat should my exposure be?" is, а 
I've already said, an often-heard 
question from my students, And 
шай as E stated earlier, my frequent 
reply—although it may al first 
flippant—is simply, "Your exposure shoul 
ly correct that \ discussed 


ibility 


ind on-line 


to be consistent, ИУ 


уп 


osure is paramount to 


min 
] 


de 


what kind 


that require 


Exposure 


ful photographer to deter 


exposure opportunity he or she је fy 
reat. depth of field or shalloy 


or one that requires freezing the action 


implying motion, or panning, Once this has been deter 


mined, the real question isn't "What should my eypo 


“but “From where do E take my meter reading? 


However, before I answer that question, let's taken 


the foundation upon which every exposure ји 


ht! Over the years 


well-meaning photographers 


od the importance of light or have even been 

| as to say that “light is everything" This kind of 

ng "See the light and shoot the ИШ [ed 
wiring students astray over the year 

I antilight? OF course not! Т couldn agree mor 

ye right Light can bring importance and drama fo a 


imposition. But more often than not, the stres 


instead of on the (ereatively correct) expo 
Whether you've chosen to tell a story, to isolate, [О 


небом, to pan, or to imply motion in your tia 


he will be there regardle V can't tell you how 


times Гуе met students who think an exposure for 


the light is somehow different than it is for a story tellin 
image or Гога panning image, and so on; But, what i 
different? What has all of the sudden changed 

Am 1 to believe that a completely different set of 
apertures and shutter speeds exists only for the light? OF 
course not! A correct exposure is still a combination of 


Y creatively eor 


tect exposure is still a combinat 


And 


m ef the right aperture 


aperture, shutter sper 


the right shutter speed, and the right ISO—with or with 
out the light, As far as Um concerned, the light is the 
best possible frosting you ean put on the cake, but it ha 


never been-—and never will be—the cake 


hile the light is impor 
tant in any image, it 
was the exposure 


that was an integral part ‹ 
making this shot. Getting a 
true storytelling exposure that 
rendered everything in sharp 
focus was key to conveying 
the humor of this scene 
along one of the many dikes 
in West Friesland, Holland 

Windmills abound in this 
area, and people still ive in 
those “houses.” Coming 
upon the clothesline of one 
such homeowner, | couldn't 
resist the obvious opportuni 
ly. With my camera on a Iri 
pod, 1 зе! my aperture lo 
1/22. 1 еп prefocused the 
scene via the distance selling 
and adjusted my shutter 
speed for the light reflecting 
off the blue sky until 1/60 
sec. indicated a correct 
exposure, The scene didn’t 
look in focus when | shot it, 
but due to my aperture 
choice, it was rendered 
sharp on film 


[20-35mm lens at 20mm, 
1/22 for 1/60 sec.] 


which reveal 


АЛАН vivid tones 


exposures will continue to be ћ and contrasty 


f shooting 


t апу real warmth. Such are the result 


n harsh and flat light of the midday sun 


ally, one сап a 


ue that the best light occurs 


a change the weather—incoming thunder- 


mbined with low-angled early- 


ring or | n 


You should get to know the color of light. as well 


oming light is golden, it’s a bi 


Although early 


than the much stronger golden-orange light that Бері 


fall on the la: 


ipe an hour before sunset. Weather, 


nent weather, can also affect both the 
of | 


approac 


especially inc 


quality (as mentioned above) and ed ht. The omi- 


ireatening sky of ar 


n can serve а. at showcase for a front- or sidelit 


landscape. Then there's the soft, almost shadowless light 


of a bright overcast day, which can imp: 


many pastoral scene 


1 portraits. 

Since snow and fog are monochromatic. they call 
attention to subjeets such as a lone pedestrian with a 
bright red umbrella. Make it a point, also. to sense the 


anges in light through the seasons. The high, harsh. 


ect midday summer sun. differs sharply from tl 


low- 


angled winter sun. During the spring, the clarity of the 


light in the countryside results in del hues and tones 


for buds on plants and trees. This same clear lig 


enhances the stark beauty of the autumn landscape. 


96 LIGHT 


below. With my 


on а tripod, | s 


adjusted ће 
Even while | 


aperture and 


that it would 
photo; f we could just 
те light. It had 

already been raining for ће 


part of three days. The 


next day, the skies finally 
cred and we made if 
some spoi—o 
this time in late afternoon. AS 
would have it, the street 
ras now backlit and dis 
layed the warmth I had pres 
ously been looking and 


[Above: 80-200mm lens 
2 for 1/15 
sec. Opposite: B0-200mm 
lens at 200mm, #/22 for 


1/60 sec] 


at 200mm, 


50 


EXERCISES: Exploring Light 


af the best exercises I know 


near your home, whether you live. im the 
witty or the city, in а house or an apart 
ment. Select any subject, for example the houses and 
trees that line your street or the nearby city skyline 
If vou live in the country, in the mountains, or at the 
beach, choose a large and expansive composition: 
Over the course of the next twelve months, document 
the changing seasons and the continuously shifting 
angles of the light throughout the year. Take several 
pictures a week, shooting to the south, north, east, 


and west: and in early-morning. midday, and late 


aftemoon light. Since this is an exercise, don't con- 


cem yourself with making à compelling composition 
At the end of the twelve months, with your efforts 
4 out before you, you'll have amassed а knowl- 


spre 


and insight about 1 


ght that few professional 


photographers—and even fewer amateurs—pos: 


ht are not 


Photographers who use and exploit lig 


gifted! They have simply leamed about light and 
have. thereby, become motivated to put themselves 
in a position to receive the gifts that the “right” light 
has to offer. 


Another good exercise is to explore the chan 


light on your next vacation, On just one day, rise 
before dawn and photograph some subjects for one 
hour following sunrise. Then head out for an after- 
noon of shooting, beginning several hours before and 
lasting twenty minutes following sunset. Notice how 
low-angled frontlight provides even illumination, 
how sidelight creates a three-dimensional effect, and 
how strong backlight produce 


silhouettes. After a 
day or two of this, you'll soon discover why the light 
of the midday sun is reserved for relaxing poolside. 


setings la bos 


ed o^ среле of 


Frontlight 


v mest trontlight or teomdigh | " 
| moment that hi lest in 
li iant the lasi few hour 
nt idw hı will ui k 
tin fr spor er 
Ch i u rails more Панеги i 
Пи ings ability to, for ape and cityscap 
In addition, frontlightin А 


many photo 
102-105) — ји 


for the 


liwotin 


pot in the sce 
Even first-time р 


whether their e 


mine the 


with blur 
iy that frontlight doesn't pose 
? Maybe it doesn’t in terms 


md 


meter reac 


really sale to 


me 


hallenge 


exposure c 


of metering, but in terms o 
devotion, it might. Do you mind getting up early ог stay 


iny great 
ir endurance 


ty mode, 1 chos 


ERONTLIGHT 101 


и 145, 4 88, 46514 WOE 
40 Бу 


aem: 


А 3209 


g| NE VERHONT, 


‚iz 49440, 108 


102 LIGHT 


easier to record, and 
y shoot in 
modo with 
lassic "Who 


n, | held my 


і on tiptoe 


t down on these small 


» sacks (right). Exposure 


! a concern since the 
| 


ut the 


levels throug 


e were even 


70mm lens o! 35mm, 
ИИ for 1/60 sec.) 


ne of my students had 
heard about ће house 
метей in license 


plotes in Vermont. While on 
о workshop there, we were 
d to find it and were not 
ће least bit disappointed 

|| was а subject 

I lent itself perfectly to the 
soft ond even illumination 

! only a cloudy day соп 
provide. Since this house 
wos surrounded by numbers 
of deciduous trees, а sunny 
day would have cast numer- 
ous shadows on the roof and 
sides of Ihe house, resulting 
in a composition of sharp 
contrasts, With my camera 
оп а tripod, | framed up one 
wall of the house with two 
windows and chose а “Who 
cores?" aperture of f/11 

Due to the even illumination, 
I had no worries about using 
operlure-priority mode and 
letting the camera pick the 
exposure for me. 


[80-200mm lens ot 120mm, 
MN for 1/30 sec.] 
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offer direct eye с 


ers, Не 
ed my subje 


about ten feet їп frc 


background of blue 


then placed my comera on a 


104 LIGHT 


—— 9. 
Tp TN раном 


| 


a 
ONIS 
NBI USES 

a met this elderly German 

woman by accident. While 
ll driving around the country- 
side, | ran out of gas in front 
of her farm, and she gener- 
ously offered me severol 
liters of gas Юю де! me going 
again. But before I knew it 
I'd spent more than five 
hours with the woman and 
her daughter talking about 
life on the farm. Of the many 
photographs | made that 


day, this is one of my 

favorites. Since the bench 
she was on was agains 
wall, depth of field was of 


no great concern. | put my 


n 


lens to aperture-priority 
mode, set a "Who cares 
aperture of //11, and let the 
camera choose the shutter 
peed for me. 


л 


[80-200mm lens at 100mm 
£/11 for 1/60 sec.) 


105 


OVERCAST FRONTLIGHT 


Sidelight 


a wonderful illusion of three- 


produces 


rontlit subjects and compositions pho- 
tographed under an overcast sky often appear When shooting color negative film. thi 
J] results in a much easier and less dense negativ: 


two-dimensional, even though your eyes le 


and print. thus allowing vou to increa h 
Ше! 


you the subject has depth. To create the illu- 
the shadows. Textures are emphasized nicely, 


sion of three-dimensionality on film. you nee xl 
highlights and shadows—in other words. you nee ad side- 
light. For several hours after sunrise and several hours 
before sunset, you'll find that sidelit subjects abound 
when you shoot toward the north or south. Make it a point 


subject shows both volume and depth 
Sidelighting has proven to be the most cl 


exposures for many photographers because 


nation of light and shadow. But. it also pr 
rewarding picture-taking opportuniti 


sional photographers would agree, a sidelit 


to take each photograph at the indicated re ading, plus 


take an additional exposure at -l if you are shooting 


and an additional exposure at +1 if you rather than а frontlit or backlit one—is sure 


itive film. The shadows in any sidelit much stronger ге 
three-dimensional world tl 


slides or dig 


‘sponse from viewe 


are using color neg 


al media) become exces- simulates the 


scene (whether on film or d 
sively dark when the scene is underexposed, and this their own eyes. 


hile working on а 

project that featured 

women in industry, | 
came upon а female welder 
working on the docks of the 
Portland, Oregon, shipyards. 
She was taking a brief break 
from making countless welds 
on the large anchor chain 
that lay before her. Bathed in 
the low-ongled sunlight of 
late afternoon, | wasted no 
time in quickly introducing 
myself and setting up my 


camera and tripod. With my 
aperture set to [/22—so that 
| could record as much depth 
of field in the foreground 
chains as possible—l framed 
the scene before me and 
with the camera’s built-in 
light meter set to spot meter- 
ing, metered the light falling 
on her face, adjusting the 
shutter speed accordingly 
until a correct exposure was 
indicated. Directly behind 
the subject, and lasting for 


some time, a large and 
looming shadow had fallen 


Since the exposure was set 
for the much stronger side 
light, the shadow areas 
recorded on film as severe 
underexposures, providing a 
nice contrast between light 
and dark, as well as impart- 
ing a feeling of three-dimen- 
sionality to the image. 


[105mm lens, [/22 for 
1/60 sec.] 


his is classic storytelling 
stufí—and one of those 
shots that “comes to 


you," rather !han you going 
to it. Wilh my camera and 
300mm lens on a tripod, | 


tion of the dirt 


framed a 


flowers from 


road with su 
front to back. Then, with my 
aperture set 10 1/32, | raised 


the camera quickly lo the 


shutter spe 
posed. Gett 
model relea 
because | sE 
French, but 
my wite rete 


the market! 


ing a signed 
se wos easy 


| m 
peak a little 


becau 


rning 


not 


acklight can be confusing. Some beginning location. For example. when vou use 


such as a 200mm lens. vou 


photographers assume that backlighting 


means the light source (usually the sun if meter reading. Since te 


| 


bright backer: E 


ton of very 


you're outdoors) is behind the photographer. magnilic 
hitting the front of the subject. However, the sunsets. the light meter sees this n : 


t. hitting the and suggests an exposure accordingly. | 


opposite is true: the light is behin ib 
front of the photographer and the back of the subject. Of shoot at that exposure, vou'd end 


the three primary lighting conditions—frontlighting. side- « ark orang 


1 ^ 
or red ball of 


lighting. and backlighting—backlight continues to be the frame fades to dark. And. t s 5 
zest source of both surprise and disappointment. this strong merge ss 


1 
rkness. 


One of the most striking effects achieved with back- 


light is silhouetting. Do you remember making your first the bright sky to the right or left of the s 
silhouette? If уоште like most other photographers. vou below it). and then manually set the « E 
probably achieved it bv accident. Although silhouettes the exposure-hold button if уоште ir 2 
аге perhaps the most popular type of image. many рћо- When photographing a backlit = 

ti hers fail to get the exposure correct. This incon- want to silhouette, you can cert 5 


7 


sistency is usually a result of lens choice and metering flash to make a correct 


HACKLIGHE И! 


[24mm lens, £/16 for 


Exposure Meters 


s discussed in the first chapter, at the cen- 
ter of the photographie triangle (aperture, 
shutter speed, and ISO) is t 
meter (light meter). It’s the "eye" 
ative exposure. Without the vital informa- 
ure-taking 


tion the exposure meter supplie 
attempts would be akin to | 
his doesn't mean that you can't take 


key—hit and miss! 
а photograph without the aid of an exposure mete: 
raphers were able to 


all, a hundred years ago phe 


record exposures without one, and even twenty 
es without one. Th 


ago | was able to record exposu 


a good excuse, though: there were no light meters 


able to use one hundred years ago. 1, on the other hand, 
simply failed—on more than one occasion—to pack a 
spare battery for my Nikkormat FTN, and once the bat- 
tery died, so did my light meter. 

Just like the pioneers of photography, I too was then 
left having to rely on the same formulas for exposure 
offered by Kodak, the easiest being the Sunny f/16 Rule. 
This rule simply states: when shooting frontlit subjects 
уз, sel your aperture to /716 and your shutter 
speed to the closest corresponding number of the film's 
150. (See page 117 for digital shooting and 1505.) If I 
were using Kodachrome 25, I knew that at /716 the shut- 
ler speed should be 1/30 s If I were using 
Kodachrome 64, the shutter speed should be 1/60 sec. 
Needless to say, this bit of information was valuable stuff 
when the battery went dead—but only when I was out 
shooting on sunny days! One of the great advances in 
photography today is the auto-everything camera; trouble 
is, when the batteries in these auto-everything cameras 
die, the whole camera dies, not just the light meter! Make 
it a point to always carry an extra batlery or two. 

Despite my feelings about this obvious shortcoming in 
auto-everything cameras, it cannot be ignored that the 
light meters of today are highly sensitive tools. It wasn't 
that long ago that many photographers would head for 
home once the sun went down, since the sensitivity of 
their light meters was such that they couldn't record an 
exposure at night. Today, photographers are able to con- 
tinue shooting well past sundown with the assurance of 
achieving a correct exposure. If ever there was a tool 
most often built into the camera that eliminates any 
excuse for not shooting twenty-four hours a day, it would 
be the light meter. 

Exposure meters come in two forms. They're either 
Separate units not built in to the camera, or as with most 
of today’s cameras, they're built into the body of the 


оп sunny d 


ти LIGHT 


camera. Handheld light meters require you to p 
point the meter at the subject or at the | 

4, and to take a reading of the High 

this, you set the shutter speed and aperture at a 

sure based on this reading. Conversely, са 

ble you to point the 

while continuously mo 


subj 


built-in exposure rs el 
and lens at the subjects 
any changes in exposure. This metering system is 
through-the-lens (TTL) metering. These light 
measure the intensity of the light that reflects 
metered subject, meaning the: 
Like lenses, reflected- 
narrow angle of view. 
Several less-expensive SLR cameras have an 
averaging reflected-light meters built into them 
meter is useful when a scene contains areas of Ii, 
shadow, because the meter can measure both Ihe 
and shadow and give an average reading based о 
two. This reading usually provides adequate data 
enables you to successfully set an exposure. How 
picture-taking situations that contain much more sha 
than light, or much more light than shadow, an avi 
reflected-light meter tends to give exposure data 
result in either overexposure or underexposure. 
Another type of reflected-light meter is the spot m 
Up until recently, spot meters were only avail: 
handheld light meters, but today it is not at all 
mon to see camera bodies that are equipped wit 
as well. The spot meter measures light at an extr 
narrow angle of view, usually limited to 1 to 5 de 
As a result, the spot meter can take a meter readin 
a very small area of an overall scene and get ап а 
reading from that one very specific area desp 
large an area of light and/or dark surrounds 


aperture of f/22 ar 
my focus via the di: 
scale on the front o 
1 knew befor | 
exposure that eve 
from two feet to infin 
would be in fo 


Utah's Arches National 

Park is an easy exposure 
for any camera’s light meter, 
05 is the case with most 
Гоп! subjects. Whether 
your camera has averaging, 
centerweighted, or matrix 
metering, it will record a cor- 
rect exposure. Since this was 
а classic storytelling scene, | 
wanted everything sharp 
from front to back. With ту 
camera and 20-35mm lens 
оп а tripod, | chose ап 


Ts simple frontlit scene in. 


thet abe 


d and improved. It's rare 


camera on the market today that dor 


meter, tem built on the original ide 
metering. Thi e for most SLRs and digital 
Matrix meterin on a microchip that has | 
grammed to “see” thousand 


П 1 from bright white 
1 On the ot í 


noweapped peaks to the darkest 
canyons and everything in between, А 


ou point you 
our subject, matrix meterin: 
want to cente 


recognize 


cene! Its Mt F 


he subject (Hey, I know thi 


«ү 
posure accordingly. Yet 


1sunny day!) and sets the « 


ering is, it still will come upon a 


eene 
and when this happens, it will hope 
n its database that comes close to 
in the viewfinder 
| imera determines which light meter or 
built in to the cameras body, H you're 
to photography and have a camera with 
options (matriv/evaluative, as well 
1 would strongly recommend using 
И 0 percent of the time, It has proven t 
T e and has fewer quirks than center-weighted 


On countless field trips, Гус witnessed some of 


from eenter-we 
пе ју Ne 


inique way of metering the lig 


lents switehin 


hted metering to 


tering repe surprisingly, due to each 


it, they would 


Ma 


e up with slightly different readings. 


his image could have 
proved quile challenging 
to make if | hadn't had а 
spo! meler. Looking down 
from atop a large cool stor 
age facility, the lone yellow 
Caterpillar pushing around 
mounds of coal caught my 
eye. All of that black coal 
would have played havoc 
with centerweighled or even 
matrix/evaluative metering, 
which would have rendered 
it 18% gray (see pages 118 
and 120), Trouble is, coal is 
black, and my client would 
n't have been thrilled with 
me if | turned in pictures of 
gray coal, So, with my cam: 
ero's meter set to зро! meter. 
ing, and with ту 80-200mm 
lens а! 200mm, | pointed the 
lens at the Caterpillar. With 
ап aperture of #/11, | adjust 
ed the shutter speed until 
1/60 sec. indicated а cor 
rect exposure. | then zoomed 
back out to 80mm, showing 
the expansive field of coal 
and shot several frames. 
Sure enough, when | did this 
the light meter indicated to 
me that | was way offl It was 
telling me that | should shoot 
the scene at //11 for 1/15 
с. Had | shot at this expo: 
re, | would have recorded 
ап overexposure—or in other 
words, gray coall 


[80-200mm lens at 8Omm, 
1/11 for 1/60 sec] 


Uprising. they were often unsure of which exposure to 
believe, so they took one of each, This is analogous to 


having two spouses: those of us who have a spouse would 


rer that dealing with the quirks and peculi- 


ие spouse i 


inte M times too much, let alone two? 


Since | was raised on center-we 


with it for life, If it ain't broke 


ted metering, VII stay 


don't fix it 
Just how good are today’s light meters? 
ited à 


Both center- 
wei 


(d matrix metering prove accurate 90 percent 


of the ti 


Us an astounding. and hopefully confi 
г. Ми 
correctly exposed, whether one uses manual- 
(still my fa 


(aperture-priority when shooting 


dence-buildin 


ml 


"t of ten pictures will be 


xposur: 


mode orite) or semiautoexposure mode 


wytelling or isolation 


themes, or shutter-priority when freezing action, pan- 


ning. or implying 


motion.) In either metering mode and 


when your subject is frontlit. sidelit, or under an overcast 


sky. you € 


n simply choose your subject, aim. meter. 
compose, and shoot 

In addition, I do recommend taking another exposure 
at -2/3 stop with slide film, +2/3 stop with color negative 


film, and -2/3 stop when shooting digitally. This extra 


shot will allow you a comparison 


imple so that you ean 
decide later which of the two you prefer. Don’t be sur- 
prised if you often pick the second exposure. Oftentime 


this slight change in exposure from what the meter indi- 
ht amount of contrast needed to make 


cates is just the rig! 
the picture that much more appealing. With the sophis- 
tication of today’s built-in metering systems, its often 
unnecessary to bracket like erazy 


Finally. there isn't a single light meter on the market 


calculating. or meter- 
ing until it has been "fed" one piece of data vital to the 
suceess of every exposure you take: the ISO. In the past, 


film had to manually set the ISO 


today that can do any measurin; 


photographers usi 


each and every time they would switch from one type of 


film to another. With the advances in today's cameras, 
which 


the film's ISO is set automatically (via DX софи 
tte that the camera reads). 


is a bar code on the film са: 
Unless you want to push or pull the film, you should 
ort to setting film ISO manually. 


never have to г 

Digital shooters. on the other hand and despite all the 
technology advances, must resort 10 the old way and tell 
the meter what the ISO is. Of course, digital shooters can 
пе to the next, as well as 
s to black and white at the 
» that you cant 


also switch ISO from one sc 
shift from shooting color imag 
ish of a button. So much for the old adag 


change horses in the middle of the stream. — E 

The photo industry has come long way since I first 
started. With today's automatic с [ 
in exposure meters, much of what you shoot will be a сог- 
t exposure. However, keep in mind that the job of 
ply correct exposures is still yours. 


ameras and their built- 


»ding ereative 
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18% Reflectance 


ow for what may be surprising news: Your 
camera’s light meter (whether aver 
ter weighted, matrix, or spot) does nol "see" 
ving color or black and 
y neutral gray. In addi- 
s also calibrated lo 


the world in either 

white, but rather a 

tion, your. reflected-light mete 

assume that all those neutral gray subjects will reflect 
hack approximately 18% of the light that hits them. 

This sounds simple enough, but more often than not, 
ils the T 

а bad exposure, not the fight that stri 

Imagine t 

a white 


reflectance of light off a given sul 


the subject. 
сер against 


"lo move 


+ bathed in full sunlight. If you w 
in close and let the meter read the light reflecting off the 
cat, the meter would indicate a врес ће g. If you 
were to then point the camera at only the white wall, the 
exposure meter would render a separate, distinct read- 
ing. This variation would oceur because although the 
subjects are evenly illuminated, their reflective qualities 
radically differ. For example, the white wall would reflect 


approximately 30% of the light while the black ¢ 
absorb most of the light, reflecting back only 

When presented with either white or ле 
meter freaks (“Holy smokes, sound the alarm! 
a problem!"). White and black expecially viol 
thing the meter was "taught" at the factory, Whit 


Idle of the scale. In response, the 
extremes on film just like it does e 
is a neutral gray, If you follow the light met 
ing—and fail to take charge and meter the ghil 
source—white and black will record as dull gray 
sions of themselves, 4 
To successfully meter white and black subjects, 
them as if they were neutral gray, even though thei 
reflectance indicates otherwise, In other wor 
white wall that re 36% of the light fallin, 
it reflected the normal 18%, Similarly, mete 
or dog that reflects only 9% of the light falli 
it reflected 18%, 1 


f the light moter is 
We ond b 


Iwe 


The Gray Card 


hen [first learned about 18% reflectance, it 
took me awhile to catch on. One tool that 
enabled me to understand it was a gray card. 


Sold by most camera stores, gray cards come in handy 
when you shoot bright and dark subjects, such as white 
sandy beaches, snow-covered fields, black ar 
black shiny ears, Rather than pointing your camera at 
the subject, simply hold a gray card in front of your 
lens—making sure that the light falling on the card is 
the same light that falls on the subject—and meter the 
light reflecting off the card. 

If you're shooting in an autoexposure, program, 


shutter-priority, or aperture-priority mode, you must 
take one extra step before putting the gray card away. 
After you take the reading from the gray card, note the 
the meter indicated /716 at 1/100 
sec, for a bright snow scene in front of you. Then look 


exposure, Lei 


at the scene in one of these modes. Chances are that in 
aperture-priority mode, the meter may read /16 at 
1/200 nd in shutter-priority mode, the meter may 
read /722 at 1/100 sec. In either case, the meter is now 
“off” one stop from the correct meter reading from the 
gray card. You need to recover that one stop by using 
your autoexposure overrid: 

These overrides are designated as follows: +2, +1, 0, 
-1, and -2; or 2X, LX, 0, 1/2X, and 1/4X. So for exam- 
ple, to provide an additional stop of exposure when 
shooting a snowy scene in the autoexposure mode, you 
would set the autoexposure override to +1 (or 1X, 
depending on your camera’s make and model). 
Conversely, when shooting a black cat or dog, you'd set 
the autoexposure override to -1(1/2X). 

Hot Gray Card Tip! After you've purchased your 
gray card, you only need it once since you've already 


in Oregon's 
Willamette Valley, | head- 
ed out о! first light and рћо- 
logrophed this lone oak tree. 
Using a 50mm lens and a tri- 
pod, | first set ће aperture to 
1/8 and then adjusted the 
shutter speed until 1/30 sec, 
indicated a correct exposure 
in the viewfinder. The result 
(opposite, top) was that the 
meler turned all of my white 
snow gray. Why? Although 
while subjects reflect 36% of 


Ferns о heavy snow- 
fal 


got something on your body that works just as 
but you'll need the gray card to help you initi; 
you're ever in doubt about any exposure si 
meter off the palm of your hand, I know your p 
gray, but you then simply use your gray card to 
brate" your palm—and once you've done that, 
leave the gray card at home. 

› calibrate your palm, take your gray 
camera into full sun, and set your aperture 
While filling the frame with the gray card (itd 
have to be in focus), adjust your shutter speed 


т. Now, hold the palm of your hand out in 
your lens. The camera’s meter should read that у‹ 


Then, take the gray card once again into open 
with an aperture of //8, and again adjust the 
speed until a correct exposure is indicated. 
meter your palm and you should see that the m 
reads 42/3 to 1 stop overexposed. No matter wl 
ing conditions you do this under, your palm w 
sistently read about 42/3 to 1 stop overexposed 
the reading of a gray card. 

So, the next time you're out shooting and 
that uneasy feeling about your meter readi 
reading from the palm of your hand and when the 
reads +2/3 to 1 stop overexposed, you know your 
sure will be correct. 

(Note: For obvious reasons, if the palm of 
meters a 2-, 3-, or 4-stop difference from | 
scene in front of you, you're either [a] taking an 
off the palm of your hand in sunlight, having fo 
to take into account that your subject is in 
or [b] you forgot to take off your white glove 


light, they must be metered 
as if they reflect the normal 
18% gray. When the meter 
sees white, it interprets this 
excessive reflectance to 
mean that less exposure is. 
needed ond, subsequently, 
renders ап underexposed 
image. One of the easiest 
ways lo overcome this prob- 
lem is with a gray card. 
When | held my gray card in 
front of the camera and lens, 
1 noticed that the meter indi- 
cated а shutter speed of 


Ге Sky Brothers 


Oftentinne ће i under ¢ 
(sidelight а Klight being the t 
in internal dispute may tak 


qualified. to iate isputes | 
ır light meter than the Brother 
fer the one 

n 
r lan 
ight 


¡ella of deep purple lavender. "Thi 


f reading of the sunny blue sky 
ure to make your image. When shoot 

ind sunset landscapes, Brother 

yout to guy. This means you take a 
the side of the sun in these scenes and 

to make your image, When shooting city 

nes al dusk, Brother Dusky Blue Sky gets 
wing vou take your meter reading from the 


ko sky. And. when faced with coastal scenes or lake 
I sunrise or sunset call on Brother Reflecting 
ining you take your meter reading from the light 

ing oll the surface of the water 


| Once you've called upon the Sky Brothers, 


notice that onee you have used Brother Blue Sky and set 
the exposure, your light meter will go into a tirade when 
you recompose that frontlit winter landscape ("Are you 


nuts?! I've got eyes of my own and I know what I'm «ec 


ing and all that white snow is nowhere near the same 


exposure value of Brother Blue Sk 


Trust me on this 
one. If you listen to your light meters advice and, subse 
quently. readjust your exposure. you will end up right 
back where you started—a photograph with gray snow! 
So. once you have metered the sky using the Sky 


Brothers, set the exposure n 


Шу, or “lock” the expo- 
sure if y 


ire slaying in auton before you return to 


Ihe original scene, Then shoot away with the knowledge 


that you are right по matter how much the meter says 


vs light meter will let you have it. You will уоште wrong! 


haos is perhaps the best way: 
С describe the result of a trof- 

fic light that seems to indicate 
anything is possible—considering 
that red, yellow, and green are 
all lit at the same time. Over the 
course of an 8-second expo- 
sure—which | chose so that | 
could interpret the traffic as color- 
ful streoks—I was able to record 
all three lights since my exposure 
began just several seconds before 
the light changed from green to 
yellow to red, |, of course, used a 
tripod for such a long exposure, 
and | used Brother Dusky Blue 
Sky, metering off the distant 
dusky blue sky. 


[80-200mm lens at 135mm, 
1/11 for 8 seconds] 


"а а strong believer in morning 
light. To meter this scene, | used 
Brother Reflecting Sky, pointing 

ту camera below ће horizon line. 

The reason | didn't use Brother 

Backlit Sky is Һа! а reflection 

absorbs at least a full stop of light, 

sometimes more. Thus, if I'd token 
the meter reading off the sky, | 
would have ended up with an image 
that was at leas! | stop underex- 
posed, if not more. If you want lo 
show detail, color, and texture in the 
reflection, this would be disastrous. 

Granted, the sky is now 1 stop over- 

exposed, but it's a welcome trade-off 

since | was able to get both detail 
and color in the reflection below. 


[20-35mm lens at 20mm, #/22 
for 1/8 sec.] 
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hen | simply aimed 

my camera's light 

meter ne 

schoolhouse in а winter land 

scope and adjusted my light 
eter oc 


rdingly, | got gray 


snow (top, left). This would 
happen whether you're in 
manual or automaticexpo- 


sure mode. And why nor? 


24 LIGHT 


shooting a w 
making it 9 
snow is white, you have to 


intervention” using 
er Blue Sky. With my 


shutter speed 
era's light meter 
60 sec. as the 
correct exposure. | then 
recomposed and shot the 
same scene с! the Brother 
ve Sky expo: 


Y 


esto: | got white snow 


DT 
[above]. OF course, after | 
metered the sky and recom 
Posed the scene, the light 
meter told me | was wrong, 
wrong, wrong. But just ke 
it's a twoyeorold throwing © 
temper tantrum, ignore йй 


hen shooting backlight 

ing, sunrises, or sun- 

sels—and especially 
with a telephoto lens—call on 
Brother Backlit Sky, In the first 
exposure, the windmill gels lost 
in a cloud and also is a bit too 
dark. This was the result of lis- 
tening to the meter. But, when | 
took the exposure using Brother 
Backlit Sky—alwoys to the left 
or right of the sun, or above ог 
below it [left] —l was able to 
record a much better exposure. 


[80-200mm lens at 200mm, 
1/22 for 1/125 sec.] 
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] nure or the 
Sky choosing either the apertur 


adjust the exposure reading 


that have a lot of se $ stop indi ; 


эз from what the meter tell 


about Mr. Green Je =: 


Us that he's as reliable as the Sky Brothers, but 


If there's one thing learnec 


пи must 
2/3, 


ways remember to meter him at = 


ys, | did finally 
је! her to | 


ein, the lighting chal 
here is 1 gh! 
freaks” when present 
К or while sub 


s everything it 


can 


o render them os gray. 
Due to | 


color, the 


dark skin 


inter 


eted her much lower 
ight value to mean 
а! the exposure time should 
be much longer than ће 
norm.” So, | put Mr. Green 
Jeans to use and pointed the 
light meter toward ће bou- 
of carnations she was 
Jing. I'd already deter 
mined this was а “Who 
cares?" composition, and so 
| chose оп f/B aperture 
Then with my camera point 
ed al the flowers, | adjusted 
my shutter speed until a -2/3 
stop exposure was indicated, 
and simply recomposed ond 
look the s 


his is a classic example 
T=: of what the light 

meter wants lo do when 
confronted with white (in this 
case the water in a waterfall) 
and of the need for Mr. 
Green Jeans. The first image 
is the result of leaving the 
meter to its own way of 
thinking: gray water. And, 
not only is the woter under- 
exposed, but so is the sur- 
rounding green forest. Since 
the skies were cloudy, taking 
а reading using Brother Blue 
Sky was out of the question, 
So, | swung the camera and 


MR. GREEN 


JEANS (THE SKY BROTHER 


lens to Mr. Green Jeans (ће 
area shown о! lef), readjust 
ed my aperture until /19 
indicated а -2/3 underexpo- 
sure, and then recomposed 
the scene with ће waterfall 
Of course, my light meter 
immediately indicated that a 
different exposure was 
required, but | ignored it and 
shot the scene. Obviously, I 
was right and il was wrong, 


[Both photos: 20-35mm lens 
at 20mm. Top left: //32 for 
1/4 sec. Above: //19 for 
1/4 sec] 
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Vieht and Low-Light Photography 


here seems to be this unwritten mile that its 
not really possible to get any good pictures 
before the sun comes up or aller it goes 
down, After all, if "there's no light," then 


why bother? However, nothing could be far- 
ther from the truth 
Low-light and night photography do pose special 


challenges though, not the least of which is the need to 


of course, that you want to 


hat the 


use a tripod. (assuming, 
harpness). But, it's my feelir 


record exacti 


greatest hindrance to shooting at night or in the low light 


predawn is in the area of self-discipline: "It's time for 
dinner" (pack a sandwich); “I want to go to a movie" 
(rent it when it comes out on DVD); “Pm not à morning 


“Pim all alone 


person” (don't go to bed the night before); 
and don't feel safe" (join a camera club and go out with 
a fellow photographer); “I don't have а tripod” (buy 
one!). If its your goal to record compelling imagery— 


and it should be—then night and low-light photography 


are two areas where compelling imagery abounds, The 
rewards of night and low-light photography far outweigh 
the sacrifices. 

Once you pick a subject, the only question remains is 
how to expose for it, With the sophistication of todays 


nsitive light meters, getting a 


cameras and their highly 
n in the dimmest of light 


correct exposure is easy, e 


And yet many photographers get confused: "Where 
should I take my meter reading? How long should my 
exposure be? Should 1 use any filters?” In my years of 
taking meter readings, Гуе found there's nothing bet 
ter—or more consistent —than taking meter readings off 
the sky, This holds whether I'm shooting backlight, front- 


it, sunrise, or sunset (Sky Brothers are your 


light, side! 


* pages 122-125), If I want great story- 


go-lo-guys, х 


telling depth of field, I set the lens (i.e. a wide-angle lens 


for storytelling) to //16 or //22, raise my camera to the sky 


above the scene, adjust the shutter speed for a correct 


exposure, recompose, and press the shutter release, 


y day, Bryant Park in 

San Francisco is an 

active place, filled with 
people, Bul where do all the 
people go when the sun 
goes down? To dinner, 
plays, parties, and the 
movies! That was okay by 
те on this evening, since it 
meant that | wouldn't have to 
bump elbows with a host of 
other pholoenthusiasts while 
recording a more compelling 
lowlight exposure at dusk 
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For ће daylime exposure, 
| placed my camera and lens 
on а tripod, and due to the 
need for great depth of field, 
| sel my aperture to /22 
ond then adjusted the shutter 
speed until 1/60 sec. indi 
cated а correct exposure. 
For the dusk exposure (with 
the same camera and lens), | 
began with my aperture al 
//2.8 and pointed ће cam 
era toward the sky (Brother 


Dusky Blue Sky). | then 


adjusted my shutter speed to 
1/4 sec. Since | still needed 
а greal depth of field, I set 
the lens to //22 and simply 
did the math to determine 
the new and correct expo: 
sure: Since | slopped the lens 
down 7 stops (/2,8 10 1/4 
to 1/5.6 to f/8 to [/11 to 
1/16 to 1/22), 1 needed to 
increase the exposure time 
by an equal number of 
stops: 1/4 sec. to 1/2 sec 


lo 1 second to 2 seconds to 


4 seconds lo 8 seconds to 
16 seconds to 30 seconds 
Since the camera didn't have 
ап actual shutter speed selec 
tion for 30 seconds, I had lo 
use the B setting and, with а 
locking cable release, fire 
the shutter while keeping û 
close eye on my watch 


[Both photos: 80-200mm 
lens at 200mm. Loft: 4/22 for 
1/60 sec. Above: [/2.8 for 


30 seconds] 


aint the town red ми 
the campaign for the eity 
Iney during my 


wow 


oh stay 


four years ago. Even 
га house was c 
d light. Not 
an opportunity, 


up 
ipod With my aperture 
to [/8—"Who coros?” s 


everything is at the 


focal distance of infinity 


filled the camera up to the 
dusky blue, cloudy sky and 
adjusted my shutter speed 
until the meter indicated 2 
seconds as a correct expo: 
sure, | Ihen recomposed and 
made several exposures, trip: 
ping the shutter with the cam 
era's зе тег 


[80-200mm lens, //В for 


2 seconds] 


he Aravais mountain 
Tee in Һе Northern 

French Alps ìs a skier's 
paradise, and the village of 
Grand Вогпһап sits in the 
valley floor of these impres 
sive mountains. It's a town 
that offers wonderful low 
light photo opportunities if 
you can put off eating dinner 
for half an hour ог sol 

With my camera and 35- 
70mm lens on a tripod, | зе! 
the focal length to 35mm 
and the aperture to #/2.8 
and then raised the camera 
to the dusky blue sky above 
the mountain range, | adjust 
ed the shutter speed until the 
meter indicated 1/8 sec. as 
а correct exposure. | then 
гесотрозед, stopped the 
lens down 5 stops to /16, 
and increased my exposure 
time by five stops. With my 
exposure time now set for 
1/16 for 4 seconds, | tripped 
the shutter with my cameras 
self-timer. 


[35-70mm lens at 35mm, 
#16 for 4 seconds] 


onsider whether the 
C scene before 

you offers the chance to 
capture motion. Cityscapes 
often provide wonderful 
opportunities to show the 
flow of traffic. Keep in mind 
that the car lights will appear 
as streaks of red and white, 
so when you set up your 
composition, you must ask 
yourself if these lines will 
keep the eye in the scene or 
lead it out of it. At a mini: 
mum, a 4-second exposure 
will render the traffic as 
streaks, With your camera's 


1 LIGHT 


shutter speed set to 4 sec 
onds, simply aim at the sky 
above the scene (above, left) 
and adjust your aperture 
until you get a correct expo 
sure. Then recompose the 
scene, and trigger the shutter 
release either via the cam: 
era's зе тег or with а lock- 
ing cable 
Since many people think 
the pedestrian plaza at ће 
Place de la Concorde affords 
some of the best views of the 
Eiffel Tower, to get ће image 
here | made it a point to 
arrive a bit early, scout the 


release 


ЈЕ‏ ا 


жерик. ан pem 


best spot, апа loy claim to it 
by positioning my tripod 
exactly where | wanted it. 
For the next thirty minutes or 
so, | just enjoyed my 
baguette and cheese, and 
awaited the arrival of the 
dusky blue sky. I al first set 
my operture wide open to 
#/2.8. | then aimed at the 
sky to the left of the tower 
and adjusted my shutter 
speed to 1/4 sec. However 
since | was interested in gel- 
ling o streoked effect from 
ће traffic around the tower, | 
needed a much longer shut 


ler speed than 1 
therefore, stopped the lens 
2.8 to 716 
and— пісіп a correct 
exposure—chose a shutter 
speed of 8 seconds. Since | 
stopped the lens down 5 
stops (1/2.8 to #16 is 5 
stops), | needed to increase 


down from 


my exposure time by an 
equal number of stops (1/4 
sec, to 1/2 sec, to 1 sec 
onds Io 


d 


to 2 seconds to 4 seo 
8 seconds is 5 stops) 


[80-200mm lens at 200mm, 
#16 for 8 seconds] 


ta hue onto 


ct for 


NIGHT AND LOW-LIGHT PHOTOGRAPHY Dil 


rtunities to 


quility 


exposure, 


placed my FLW magen- 
on my 24mm lens 
ond then went looking for 
my meter reading. Using 
Brother Reflecting Sky and 
with my aperture ot f/4, | 
metered off the light reflect- 
ing on the surface of the 
water, adjusting my shutter 
speed until 1 second indicat 
ed а correct exposure. | then 
pointed the lens above the 
horizon and, with the aper- 
ture still at #/4, took а meter 
reading using Brother Backlit 
Sky. | got а correct exposure 
ot 1/15 sec., a difference of 
4 stops (f/4 for 1 second vs 
1/4 for 1/15 sec. is 4 
stops—from 1 second to 1/2 
c. to 1/4 sec. to 1/8 sec 
to 1/15 sec]. So, which 
exposure wins? Both, thanks 
to my trusty 3-stop graduated 
softedge neutral.density filter 
The graduated neutral densi- 
ty had effectively slashed 3 
stops of exposure from 
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Brother Backlit Sky, so the 
exposure time had to change 
Кот f/4 for 1/15 sec. to 
1/4 for 1/2 sec. In ott 
words, the brothers would 
only be separated by 1 stop, 
ond а 1-stop difference in 
backlit exposures like these 
is nothing 

But wait! Since | wanted 
to shoot a long exposure 
and use the first exposure | 
took using Brother Reflecting 
Sky, I had to do the math 
Since #/4 was correct al 1 
second, then #/5.6 for 2 sec- 
onds would also be good, os 
would f/8 for 4 seconds ond 
£/11 for 8 seconds ond f/16 
for 16 seconds. Stop! That's 
good enough for mel After 
setting my depth of field via 
the distance setting on my 
lens [in this cose setting five 
feet out ahead of the center 
focus mark), | was ready to 
shool—and presto, here's the 
result (with ће aid of my Lee 
3:stop softedge neutral densi 
ty filler and my Tiffen FLW 
mogenta filter.) 


[24mm lens, //16 for 
16 seconds} 


hile many photogra 
phers watch the 
moon rise, few photo 


graph it because they aren't 
sure how to meter the scene 
Surprisingly, however, о 
“moonrise” is easy to expose. 
It's octually just a frontlit 
scene—just like ће frontlit 
scenes found in daylight— 
but now, of course, it's a 
low-light frontlit scene. 

Since depth of field was 
not a concern here, | set ће 
operture on my lens to #/8, 
metered the sky above the 
tree, adjusted my shutter 
speed to 1/8 sec., recom: 
posed the scene, and—using 
the camera's self-timer—fired 
the shutter release button. 


Note: In this instance, os 
well as for other fullmoon 
landscapes, it's best to take 
the photograph on the day 
before the calendar indicates 
а full moon. Why? Because 
the day before a full moon 
(when the moon is almost 
full), ће eastern sky and ће 
landscape below are darn 
near а! the same exposure 
value. (And, truth be told, | 
could have also taken my 
meter reading from the 
wheat field in this scene and 
it would have been within а 
cat's whisker of the meter 
reading for the sky) 


[300mm lens, #/8 for 
1/8 sec.] 


и PLZ, 


ЖАА пре 


а 


г 


р 


firm ond steady tripod 
enabled me to shoot 
th los ene of the 


San Francisc 
my camera and 3. 
lens on a tripod, | sel the 
focal length to 50mm and 
my aperture wide open 
at //2.8. | then pointed ће 
camera to the sky above and 
adjusted the shutter speed to 
1/2 sec. Since | wanted an 
exposure of at least 8 st 
onds to copture the flow of 
traffic on the bridge, | knew 
that by stopping the lens 
n 4 stops to УЛ] would 
require me to increase my 
exposure time by these same 
4 stops to 8 seconds. With 
ап second exposure, | 
tripped the shutter with my 
cable release. 


[35-70mm lens at SOmm, 
1/11 for 8 seconds] 
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у \ 1 
1 т nl woot 
| ni 
| \ i ' ui 
| 1 1 ‹ ‹ Wher 
| as a 0 1 
k if it tends t 
flor y much sturdier | 
N у ple tum of 


T l 
ck the tripot 


horizontal and vertic 


Some и quire you to mount the camera and len 
directly onto the tripod head by way ofa threaded screw 
\ quick release, on the other hand, is a metal or plasti 
plate that you attach to the camera you ther 


secure the camera and 
k 


era and lens, you slimily flick the locking mechanisn 


head via a simple 


King mechanism. When you want to remove the cam: 


ind lift the camera and lens 


the tripod 


econd, the base stability: Before buying any tri- 


pod, you should also spread out its 1 wide as 


possible, The wider the base, the ter the stability 
Each leg of the tripod is c omposed of three individual 


lengths of aluminum, metal, or graphite, You can 


lengthen or shorten the legs. and then tighten them by 
a simple twist of hard plastic knobs, metal clamps, or 


a threaded metal sleeve. The height of 1 tripod at full 


extension is another important consideration: o 


ously, if you are 6'2", you don't want a tripod with а 


maximum height of only 5'2"—unless you won't be 


lall the time. All 


tripods have a center column designed to provide 


bothered by stooping over your triy 


additional height: this can vary from six inches to 


several feet. Some center columns extend via a crank- 


echanism while others require you to pull them 
up manually, Keep in mind that you should raise the 


center column only when it’s absolutely necess: 


у, 


because the higher the center column is raised. the 


ater the risk of wobble—which defeats the purpose 


of using a tripod 


Пу, when shootin; 


any subject with your 


pod, make it a point to use either the camera's self- 


timer or à cable release to trip the shutter. 


1 LIGHT 


AS 


SES 


ad rocks and sky, but | 
having trouble finding 
anything that looked com 
pelling. At that point it hit 
me: the shot was right in 
front of mel | зе! up my cam 
era on a tripod in front of 
my car. With my headlights 
on, | framed ће winding 
road and distant rock out 


croppings against Ihe 


predawn sky. "This will 
work," | said to myself, then 
inted the camera lo the 
sky above the rocks, and 
with my aperture set Io //4, 
‘adjusted my shutter sp ad to 
1/2 sec. | wanted an expo- 
sure lime long enough lo 
record passing car taillights 
as streaks of color. So, stop 
ping the lens down from 1/4 


to [/16 would accomplish 
both of my goals for this 
photograph: great depth of 
field from foreground to 
background and long expo- 
sure time. If 1/4 is good at 
1/2 sec., then #/16 is good 
at 8 seconds. 


[17-35mm lens at 24mm, 
1/16 for 8 seconds) 
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Deliberate Overexposure 


Гр until now, Гуе shared a lot of solid and 
| basic information—information that will get 


you where want to go and back again. But 

now I want to show you how you can add 
some extras to your understanding of expo- 
sure. "These extras include techniques such as deliberate 
overexposure. double exposure, and multiple exposure, 
as well as the use of filters such as the neutral-densily, 
graduated neutral-density, graduated color, and of 
course, the often misunderstood polarizing filter. Let's 
start with overexposures. 

When was the last time you deliberately shot a com- 
position as overexposed? I don't mean overexposed by a 
stop or two. but rather by three or four stops. Like any 
experiment, the results of shooting exposures three or 
four stops overexposed won't always be compelling; but 
since more often than not, a compelling image will result. 
you may want to try this simple trick. Lighting plays the 
biggest role in deliberate overexposures. The light 
should be even, and for that reason. frontlit subjects ог 
subjects that are under the soft and even illumination of 
an overcast day are best. 


light level, but becuse of Ihe 
film's inherent graininess. 
(This graininess serves to 


he image of my wife 
Ts is a standard 


exposure. The one to the 


right is a deliberate overex- 
posure, resulting in what is 
called a high-key effect. A 
deliberate overexposure of 
three to four stops (in this 
case it was three stops) inten- 
sifies the sensual qualities of 
an image, transforming nor- 
mally vivid colors into deli- 
cate pastel tones. 

In addition, | made both 
these images at ISO 1600, | 
chose this highspeed film not 
because of the setup’s low. 


heighten the sensuality of this 
type of “boudoir” image and 
is a “secret” of many fashion 
and glamour photogra- 
phers.). Note that the lighting 
here is all natural, diffused 
window light; I'm very anti- 
flash, especially when there's 
plenty of daylight around. 


[Both photos: 80-200mm 
lens at 100mm. Above: //8 
for 1/500 sec. Right: 1/8 for 
1/60 sec, (+3 overexposed)] 
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Йй ту сате à 
| ny camera and sel the aperture to И8 and ply adjusted my shutter f/8 and my shutter speed 
‚ add te 

210 ту simply adjusted the shutter speed until a 4-stop overex now set to 1/30 sec 


pod, was able to speed until 1/500 sec. indi posure was indicated achieve a very 
cated a correct exposure, (1/500 sec. to 1/250 sec 
in resulting in a pleasing ра! (+1 stop) to 1/125 sec. (+2 [Both photos: 20-300mm 
al tern that was just what I'd lops) to 1/60 sec. (+3 lens at 300mm 
expected. But, | wanted to tops) 10 1/30 sec, (+4 stops) 1/500 Abe 
y try my luck at “art,” so | sim. With the aperture still sel to 1/30 sec.) 


Double Exposure and Sandwiching 


hooting double exposures can be twice the fun 
of shooting single exposures. Check your cam- 
era right now to see if it has double-exposure 
capabilities. Unfortunately. not all cameras do. 
and thats particularly true of many digital 
cameras. The purpose of the double-exposure feature 15 
to enable you to shoot two (ог more) exposures on the 
same piece of film (or on the same digital exposure. if 
your digital camera allows it). It's important to remember 
that when you shoot a double exposure. you must pay 
attention to how the images will overlap. Many composi- 
tions are ruined by the misaliznment of the two expo- 
sures. But. other than the need to be careful and precise 
with your alignment. the actual creation of the exposure 
is easy. You simply shoot both of your exposures at a 1- 
stop underexposure whether уоште shooting prints. 
slides. or digital. 

If you don't have the double exposure feature on your 
camera, you can still enjoy double exposures. In fact. you 


can even have greater control over making your double 


exposures because youll be using a technique « 


sandwiching. This is nothing more than placing | 


slides or negatives together (just like exposing 


images on the same piece of film) and then m 


print. The trick to making the right exposure 
wiching. however. is just the opposite of maki 


camera double exposure: you want to choose s 
negatives that are each | stop overexposed so that whe 


they are sandwiched together. they combine to n 


“correct” exposure. (If you sandwich together two 


or negatives that are each 1 stop underexposed. you" 
end up with a dark. 2-stop underexposure sandwic} 
One of my favorite techniques is to combine sor 
overexposed skies with some of my “earth” work. Т} 
results are often surprising. Some photographers love t 


sandwich several flower compositions. while others con 


bine several overexposed portraits. The next time you" 


out shooting film. make it a point to shoot an addition: 
one or two frames deliberately at 1 stop overexposure 
anticipation of sandwiching them later. 


орка 
Multiple Exposur 


f taking two exposures on the same piece of film 


(or exposure on a digital card) doesn’t quite do it 
for vou, how about taking three, five, eight, six- 
teen, or even thirty-two exposures? As long as you 
engage the double exposure feature on your cam- 


era, you can keep placing exposure on top of one anoth- 


er Lam continually surprised by the result. 
To make а deliberate multiple exposure, you photo- 
graph the same subject over and over while you move the 


camera ever so slightly between each shot, For example, 
you find a composition of fruits and vegetables at a coun- 


try produce stand on an overcast day. The sky subjects 


are evenly illuminated, and because уоште shooting 
"Who cares?" 
perture of /78 and then adjust the shutter speed to 1/60 


ay 


looking down on the subject, you choose 


sec. If you want to shoot sixteen exposures of the compo- 
sition before vou, the math is really simple: lf one expo- 


sure at ЙЗ for 1/00 sec. is correct, then two exposures at 


at 28 for 1/500 sec. and sixteen exposures at /78 for 


1/1000 sec. So, taking sixteen shots at /78 for 1/1000 sec. 


titative value as taking a single 


is exactly the same quar 
exposure а! /78 for 1/60 sec. 


Most any subject can benefi expo- 


sure tec que—even c 
are composed as 


tol " 
to Keep i 


With 


of sky 


Polarizing Filters 


f the many filters on the market today, a 
polarizing filter is one that every photogra- 
pher should have. Its primary purpose is to 
reduce glare from reflective surfaces. such 
metal, and water. On sunny days, 


as glass 


a polarizer is most effective when you are shooting at a 
ninety-degree angle to the sun. For this reason, side- 
lighting (when the sun is hitting your left or right shoul- 
der) is a popular lighting situation for using a polarizing 
zation can only be achieved when 


filter. Maximum polar 
you are at a ninety-degree angle to the sun: if the sun is 


at your back or right in front of you. the polarizer will do 
you no good at all. 

Working in bright sunlight at midday isn’t a favorite 
activity for many experienced shooters since the light is 
so harsh, but if you need to make images at this time of 
зг will help somewhat. This is because the 


day, a polar 
sun is directly overhead—at a ninety-degree angle to 
you, whether you are facing north. south, east, or west, 
If you're working in morning or late-afternoon light, 
you'll want to use the polarizing filter every time you 


shoot facing to the north or south. In this situation. you're 


„анн 


degree angle to the sun, and as you rolale the 


а ninety 
E filter on your len 


s, you'll clearly see the trans- 


arizing EX ~ Е B 
pola tion: blue sky and pul} white clouds will “pop 
nation: > 
form sr color and contrast. 


with much deep 
Why 15 this? Light waves move г 
irections—UP- 
between. The greates! 
nd the glare 


down. sideways. and all angles in 
glare comes from. vertical light 


waves, а 18 th | 

isata ninety-degree angle to you. The polarizing filter is 

ys ale Ј X 1 1 

designed to remove this vertical glare and block out ver- 
Su 

light, allowir 


ated by horizont 


tical ig only Ше more pleasing and saturated 
colors cre al light to record on film or dig- 
ital card. 

Note that if you 
ihirty- or fort y-five 
ing effect of the filter will be seen on only one half or one 


ı shift your location so that you're at a 


degree angle to the sun, the polariz- 


ince my point of view 

was at a ninety-degree 

angle to the early morn 
ing light coming in from my 
left, this scene of 
Neuschwanstein castle in the 
German Alps offered an 
obvious opportunity lo use 
my polarizing filter. In the 


first example (above), | didn't 


wound in all sorts of 


is most intense when the sun itself 


te composilion, so one half or one third of the 

x nu bL T in color than the rest of 

а. Nes у у чн this effect in some of your 
you know why. 

Although there's vertical light around when you ar 
working with frontlit or backlit subjects. there's 6, E 
to use the polarizing filter at these times, since m 5 i 
Br Due at a ninety-degree anlge to ot E 

s the use of polarizing fi edit 
Е 
2S Б y or rainy days, there's 
К ав much vertical light and glare as on sunny days 
All this vertical light casts dull reflective glare on ret 
streets, wel metal and glass surfaces sales cars and 
windows). wet foliage, and surfaces of КЫС of я 
(such as Streams and rivers). The polarizing filter gets rid 
of all this ди! gray glare. ^ de 


use the filter, and you can achieve maximum polariza 


see the overall haze, the lack 
of vivid blue sky and of 
detail in the distant moun 


and the somewhat flat 


tion, Ihe difference is clear 
Even һе once lone and 
indistinct cloud is now more 


vivid and has company! 


lains, 
greens of the valley floor. In 
the second example (oppo 

site), after placing Ihe polar 


izing filler on my lens and 1/: 
rotating Ihe outer ring lo for 1/60 sec.) 


[Both photos 35 
at 35mm. Above: f/8 tor 


0 sec. Opposite: М 


а artt ш; 


s there a filter than can reduce your depth of field? 
Is there a filter than can imply motion (panning) or 
turn that fast-moving waterfall into a sea of white 
frothy foam? You bet there is, and it’s called а neu- 
tral-density filter, 

The sole purpose of the neutral-density (or ND) filter 
is to reduce the intensity of the light in any givien scene 
It acts in much the same way as a pair of sunglesses, 
knocking down the overall brightness of a scene without 
interfering with the overall color, Just as sunglass lenses 
come in varying degrees of darkness, neutral-densily 


fillers come in stop increments. So for example, а 3 stop 
neutral-density filler knocks down the brightness of the 
light by 3 stops. 

This reduction of light intensity allows you lo use 
larger lens openings (resulting in shallower depth of 
field) or slower shutter speeds. Ш, for example, I were 
using ISO 400 film and wanted to ereate a cotton candy 
effect in a waterfall, | would first stop the lens down to 


the smallest lens opening. For arguments sake here, let's 
say that is //22, 1 would then adjust my shutter speed 
until I got a correct exposure, let's say at 1/15 see, At 


|: 


- MIS sec. | couldnt record Ihe cotten candy effect, 
because the shutter speed is too fast. I would need at 
least 1/4 sec. to record this effect, U were to use a 


Загор, neutral density filter, Pd knock the intensity of 


the light down by 3 stops. My meter would tell me that 
E 122 for 1/15 see. is 3 stops underexposed, so I would 

readjust my shutter speed to 1/2 see, (1/15 sec, to 1/8 
sec, to МЕ see. to 1/2 sec. is 3 stops), which is slow 
— enough to record the cotton candy effect I was going for, 

And there are other “problems” for which the ND fil- 
ter is a good solution, Let's say you find yourself shooting 


а portrait of a vendor at an outdoor flower market. You 


position your subject about ten feet in front of a “wall” of 


flower stands. You want all the visual weight on the ven- 


dor, with a background of only out-of-focus flower tones 


and shapes, So you choose, tightly so, а short telephoto 


lens (say 135mm) and а large aperture (say /74) to limit 
the depth of field to the vendor, As you айн! your shut- 
tor speed and notice that you reach ће end of the shut- 
ler speed dial (say 1/2000 хес), your light meter still 
indicates a 2-slop overexposure, You could stop the lens 
down to //8 but this would increase the depth of field, 
revealing too much background detail, By adding a 3- 
stop ND filler to your lens, / for 1/1000 see, yields a 
correct exposure-=and gives the depth of field you want 

Although you can buy ND filters that reduce the inten- 
sity of light from | to 4 stops, my personal preference is 
the 8-stop filler, As you'll see over time, this is all you 
need when you want lo use slower shutter speeds or larg- 


er lens openings without the worry of overexposure, 


ith my camera and 

80-200mm lens on a 

tripod, | set my aper 
lure to (/22, knowing full 
well that a lens opening this 
small would necessitate the 
slowest possible shutter 
speed; in order to “explode” 
this meadow of flowers with 
my zoom lens, | would need 
a slow shutter speed. How 
slow? Normally, at least 1/4 
sec., if not 1/2 sec. As | 
adjusted my shutter speed, | 
noticed that my light meter 
was indicating 1/30 sec. as 
а correct exposure, Good 
thing | had my 3-stop Tiffen 
neutral-density filler with те, 
| threaded it onto the lens, 
and just like that, | had а 
correct exposure indication 
of [/22 for 1/4 sec. As | 
fired off several exposures, | 
was quick lo zoom Ihe lens 
from 80mm to 200mm dur 
ing Ihe 1/4 sec period 
Some of my attempts fell a 
bit short, but this and а few 
others turned out beautifully. 


[80-200mm lens, [/22 for 
1/4 soc.] 
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Graduated Neutral-Density Filters 


"| Ме a neutral-density filter а graduated 
| neutral-density filter contains an аге: о! 
| density that merges with an area of no den- 
|| 


sity. In effect, it is like a pair of sunglasses 


Aa with lenses that are only tinted in certain 
areas and not others. Rather than reducing the light 
transmission throughout the entire scene, as ап ND filter 


does, a graduated ND filter reduces light only in certain 
areas of the scene. 

Suppose you were at the beach just after sunset and 
want to use vour wide-angle lens to get a composition 
that included the bright color-filled postsunset sky, sev- 
eral small foreground boulders surrounded by wet sand. 
and the incoming waves. Since this would be a story- 
telling image. you would choose the right aperture first, 
in this case /722 for maximum depth of field. Then. you 
would point your camera at the sky to get the correct 
shutter speed. in this case 1/30 sec. But if you took a 
meter reading from the wet sand, 1/2 see would be the 
correct shutter speed. That's a 4-stop difference in expo- 
sure. If you were to go with //22 for 1/30 sec.. you'd 


round 


record a wonderful color-filled sky. but the foreg 
sand and rocks would be so underexposed they would 
hardly appear. If you were to go expose for the sand and 
rocks. on the other hand, the sky would be way overex- 
posed and all its wonderful color would disappear. 

One of the quickest ways to “change” the exposure 


time for the sky so that it gets close to matching that of 


sand and rocks is to use a drop-in graduated neutral- 
density filter. Unlike a “normal” graduated ND filter, 
which threads onto the front of your lens. a drop-in filter 


is square or rectangular in shape and drops into a filter 
holder that you secure to the front of your lens. This 
allows you to slide the filter up or down, or to turn the 
outer ring of the filter holder so that you can place the fil- 
ter at an angle. This. in turn. allows for perfect placement 
of the filter in most of vour scenes. 


\liening the Filter 


Í you have a camera with a depth-of-field preview 
button, use it as you position the graduated ND 
filter. As you slide the filter up or down, you ean 
clearly see exactly what portions of the composition 
will be covered by the density of the filter. Using the 
preview button will guarantee perlect alignment 


every nme, 


i9 SPECIAL EECHNSIOUES AND FILTEN 


In the situation described above, a d-stop graduated 
ND filter positioned so that only the sky was covered hy 
the ND area would be the solution. You wouldn't want the 


filter coverir 


g anything other than the bright sky. Onc: 
the filter was in place. aligned so that the ND section 
stops right al the horizon line. the correct sky exposure 
would be reduced by 4 stops. and you could shoot the 
entire scene at //22 for 1/2 sec. 

Just like ND filters. graduated. ND filters come in 


1- to 4-stop variations. In addition, thev come in hard 


edge and soft-edge types. meaning that clear section of 
the filter meets the ND section with either an abrupt 
change or a gradual transition. My personal preference is 


the soft edge. 


тепсе between һе 
ы field and the sky. With 
my camera and lens опа tri 
| chose an aperlure о! 
16 and set my exposure 
for the green field. | record- 
ed a correct exposure of the 
field, but at the ехрепзе of 
ihe cloud and colorful sky 
(opposite). In the second try 
(right), I was able to record 
а correct exposure of the 
reen field as well as the 
cloud and sky, but only after 
placing my lee 3-stop gradu- 
ated neutral-density filter on 
my lens. My exposure time 
for both of these images was 
the same: (/16 for 1/4 sec. 
If you don't have а gradu- 
ated neutral-density filter you 
could take two separate, cor- 
rect exposures—one of the 
field and the other of the 
cloud and sky—and then use 
layers in Photoshop on your 
computer to blend the two 
E exposures into one, and end 
up with the same thing. But, 
> whew! | don’t know about 
you, but | get exhausted just 
thinking about this. A word 
of advice: If you've got 
Photoshop, then your budget 
can easily absorb the cost of г Е 
a lee graduated neutral-den- 
sity filter. Buy it now, and ће 
next те, get the right expo- 
sure in-camera! You'll have 
more time to spend with your 
fomily and friends. 


he tricky pat! of this — 
Tz was the 4-stop dif 


[Both photos: 35-70mm 
lens, 1/16 for 1/4 sec.] 
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Fi 


150 


ilm cameras offer many combinations of film 
choice and different ISO (ISO 25. 50. 64. 100, 
160. 200, 100. and so on). Digital cameras 
give you at least three choices in 150 set- 
tings—125, 200. or 400. 
sophisticated digital camera, you may find that it offers 
ISO 800 and ISO 1600, as well. ISOs of 400, 800, and up 
are referred to as fast speed: ISOs of 100, 125. 160. ог 
200 are referred to as medium speed: and ISOs of 25. 50. 


and if its a more 


and 61 are referred to as slow speed. 

So why all the ISO choices? Why not just select one 
and stay with it? A lot of shooters do just that. myself 
included. I use ISO 100 a good 99 percent of the time 
when using my film camera, and when shooting with my 
Nikon DIN. I use ISO 125 (Nikon doesn't offer ISO 100 
on their DIN). There's an array of subject matter that can 


successfully be rendered with a medium ISO like ISO 
100— from family outings. to outdoor sports at school. to 
flowers in the backyard. to mountaintop wildflowers, to 
your pet cat. to wild lions in the Kalahari Desert. 
Although this book has explored night and low-light 
photography, it does so on the assumption that you'll be 
shooting with ISO 100 to ISO 200. However, if you're 
shooting at night or in low light and you don’t want to use 
a tripod. you can certainly opt for loading up а high- 
speed ISO 800 or ISO 1600 film. or simply switch the 
ISO setting on your digital camera. The purpose of these 


high-speed ISOs is twofold: to freeze action and to shoot 


in low light. 


„пороте Going 


ot for Northwest 


Miah! ком 
mogozine when | fell in lov 
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of the tourists as the у sped 


by in their pe lal.driven taxis 


With my aperture set k 


y 9j 


1/22, | adjusted the shutter 


even though the overhead or (c} stay with the ISO 10( 


lighting was from tluorescent 
bull 


film | normally shoot, ad 


it wasn | necessary K FLD filler to correct K 


Color 


nlike digital shooters. film shooters have an 

array of options when it comes to choosing 

the right color film. The film counter at any 

camera store, or giant drug store for that 

matter. clearly shows numerous yellow. 

green, and orange boxes. In addition, you must decide 

between color prin/negative film or color slide film. You 

can quickly identify either. regardless of brand. because 

all color print films end in the word “color —i.e. 

Kodacolor, Fujicolor, Agfacolor—while all color slide 

films end in the word “chrome”—i.e. Ektachrome. 
Fujichrome. Agfachrome. 

One of the most common questions I get in my work- 

is. “Which brand is bes 


phers. film is a personal choice, and much of what you 


shop: 27 For many photogra- 
choose is based on several variables. If you want to share 
your results with friends and family soon after taking 
your roll of film, you'll be more inclined to shoot color 
print film. Passing around 4x6 color prints at the office 
makes a lot more sense than passing around individual 


color slides. If, on the other hand, you're the type who 


и МУ „А! 


likes to give slide shows, then obviously, color slide film 
will be your choice. Additionally, if you want to save 
money on film processing costs. color slides would be the 
logical choice. Normally, the cost of processing a roll of 
thirty-six exposure slide film is about half of what it is for 
a roll of thirty-six exposure color print film. 

You can also make any number of prints from color 
slides. but it's an extra step in the process. You must first 


take a look at all of your efforts and then decide which 


ones are worthy of making into prints. That's an argument 
in itself for shooting slides when you realize most of the 
thirty-six exposures are often similar shots. while perhaps 
only two or three are really, really good! With a roll of color 
print film, you would spend twice as much to keep the 
same three shots as vou would have had you shot slides. 

When it comes to overall color saturation and contrast, 


color slide film has a long history of ^winning" over color 


print film. However, color print (or negative) film is a lot 
more forgiving in the area of exposure, so if you mess up 
and shoot some of your pictures a bit overexposed or a bit 


underexposed, the lab will make all of the necessary cor- 


y eing able to switch from 
color to black and white 
with the push of button is 


certainly a big advantage to 
shooting with a digital camera 
assuming of course that you до 
indeed like to shoo! the same 
subject in black and white as 
well as in color. When this 
Ukranian security guard finally 
smiled, revealing a gold tooth 
(opposite), | 


switched the camera to black 


rad already 
and white, so unfortunately, that 
gold tooth is forever recorded 
only in black and white 

A possible lesson to take 
away from this is this: ity 
shooting digitally and о 


absolutely sure you only 


а blackandwhite imag 


in color mode. Yo 


convert a co to black 
and white ! 
change black and wi 

color, and you may 

did here 

[Both phot Nik \ 
ISO 200, 20-35 

Вии | 


on ef course. Slides on the 


А in the lab to make corres 

y processed, Um fully aware of 
und its ability, via photo-imagin 
rections in your exposures (whether 


prints), but Î look at these tools as a 


but a last resort 
y color films particular characteristics 
ver time will enable vou to discover which 
your photography and your tastes, 
shooting the vivid greens of a spring forest 
whites of a wedding dress, Over the last wen 
11 certainly had my share of film love 
D y t fifteen years, I was always shoot- 
ne 25 or OF. I then discovered Fujichrome 


иһ 50 and 100. And in the mid-nineties, I was 
Ektachror 


ind for the past four years, Гуе almost 


* 100 and began using 


vely shot Ektachrome EIOOVS (the VS signifying 
saturated"). As it is a highly saturated color slide 
t for all of my subjects except people: it's far 
rated for most skin tones, making everyone 
r sunburned, When photographing people, I opt for 
lak E1005. 


One of the drawbacks for digital 


ra de tha 
there's по film choice; there are no options in el nj 
color print/negative film or color slide film, and su 

quently, no options in how saturated your « иез wi 


be without first loading the digital image into the com 
puter and then applying the necessary steps to achieve 
the desired effect, Its all about time when shooting d 


tally: it tak 


mly а second or two to see your imag 


the camera's LCD screen, but there's much more 


thead once you've downloaded the im 


~ onto the com 


puter, If you're like most digital shoote 


pending time 
r has becom 


on the compi 


commonplace 
However, d 


rs have the upper hand in 


other areas on the previous page, they can 


switch ISOs from one exposure to the next. Additionally, 
digital shooters can switch from color to black and white 
at Ше touch of a button. Digital shooters can set their 

white balance” for most building interiors so that even 


when the office lights overheac 


fluorescent, the nor- 
mal greenish cast that film shooters record (assuming 
they didn’t use the FLD filter) is never seen by the digi- 
tal shooter: subjects look “normal.” And finally, digital 
shooters can immediately see their results via the LCD. 
screen, enabling them to correct any errors ог make any 


adjustments they want before saving the image. 
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action, See motion 
aperture, 34-69 
depth of field and, 36-37, 50 
macro photography and, 62-67 
setting, 16-17, 19, 36 
shutter speed combinations, 24, 30-33 
Singular-Iheme compositions, 32, 46, 48-55 
specular highlights and, 68-69 
storytelling compositions, 32, 38—17 
“Who cares?” compositions, 32. 
арепиге-рпогцу mode, 40, 60, 65, 102, 103 
auto-depth-of-field scale, 38 
autoexposure, 14, 102, 120 
autofocus, 38 


background 
colorful, 52 
lights, 68-69 
out-of-focus, 36-37, 48-55 
panning and, 81 
sharpness, 33, 36, 39, 40 
backlight, 110-113 
black subjects, metering, 118-121 
Bogen clamp, 72 


center-weighted meter, 116, 117 
close-up filters, 64 

-ups, 42, 46, 62-67 
color-correction filters, 155 

color film, selecting, 156-157 

color of light, 96 

creatively correct exposure, 24-31, 94 
critical aperture, 56-59 


close 


deliberate overexposure, 138-139, 140 
depth of field, 32, 33 
aperture and, 36-47 
in macro photography, 62 
depth-of-field preview button, 50-52, 150 
depth-of-field scale, 38, 41 
digital shooting 
color/black-and-white modes, 156 
color saturation and, 157 
depth of field and, 46, 47 
ISO settings and, 117, 154-155 
macro, 04 


pros and cons of, 157 
distance settings, 38, 39 
double exposure, 140, 141 


18% reflectance, 118-121 
exposure 
creatively correct, 24-33, 94 
defined, 14, 24 
light meter and, 2 
manual mod: 


2 


photographie triangle concept of, 11, 16-21 
Sunny 1б Rule, 114 

e light meter 

‚ 64, 66, 08, 106 


exposure meles 


extension tube, 


film 
ув. digital shooting, 154-158 
180, 19-21, 14, 117, 154-155, 158 
pushing and pulling 158 
selecting color film, 150-157 


100 INDEX 


56-61, 103, 105 


filters: 
color-correction, 155 
FLW magenta-colored, 131, 132 
graduated neutral-density (ND), 150-151 
neutral-density (ND), 132, 148-149 
polarizing, 144-147 

FLW magenta-colored filter, 131, 132 

focal length, 37, 38, 46 

focusing, 38-45. 

freezing motion, 30, 31, 32, 72, 75, 76-79 

frontlight, 100-105 

flop, 17, 24 


gray card, 120 
green area, metering, 43, 57, 126-127 


high-key effect, 138 


implying motion, 32, 74-75, 84-89 

isolation (singular-theme) compositions, 32, 46, 
48-55. 

ISO settings, 19-21, 114, 117, 154-155, 158 


135 
ht, 110-113 
best light, 96-99 
frontlight, 100-105 
nighVlow-light, 128-135, 154 
t frontlight, 102-105. 
reflectance of, 118 
seasonal changes in, 96, 98 
s nt, 106-109, 144 
sunlight, working in, 144-145 
e of day, 96, 98 
light meter, 11, 94, 110 

black-and-white subjects, 118-121, 124 
3 
ng, 43, 57, 126-127 
28 


light, 92— 


exposure and, 2: 


green area, mete 
sky, metering, 122-125, 
types of, 114-117 
lights, їп background, 68-69 
low light, shooting in, 128-135, 154 


macro lens, 46, 64, 68 

macro photography, 62-67 

ure mode, 15, 30 
ng, 116-117 
light meter 

‚ 141 


manual exp 


matrix mete 
metering. Se 


moon scenes, 132—1 
motion 


freezing, 30, 31, 32, 72, 75, 76-79 


panning, 32, 74, 80-83 

‚ 90-91 

with stationary camera, 86 
9 

multiple exposure, 142-143 


motor dri 


neutral-density (ND) filters, 132, 148-149 
graduated, 150-151 
night scenes, 68, 128-135, 154 


overcast frontlighting, 102-105 
23, 138-139, 140 


о 


ҮШҮ 


panning, 82, 74, 80-84 


photographie triangle, 11, 16-21 
polarizing filters, 144—147 
portraits 
in backlight, 112 
i cast frontlight, 104—105 
selective focus, 18 
in sidelight, 106, 107, 108 
“Who cares?" aperture, 
pulling film, 158 
pushing film, 158 


rain effect, 90-91 
rainy-day compositions, 146 
reflected-light meters, 114, 118 


sandwiching. 140, 141 
shadow, sidelighting and, 106 
shulter speed, 70-91 

-aperture combinations, 24. 30-33 

ISO and, 20-21 

selecting, 73-75 

selling, 19 

slow, 26 

See also motion 
sidelight, 106-109, 144 
backlight, 110, 111 
single-focal-length lens, 38 


silhouette: 


singular-theme compositions, 32, 46, 48. 
sky 


metering, 122. 


moon scenes, 
wide-angle lens, 44-45 
See also sunrise; sunset 

specular highlights, 68-69 

spot meter, 114, 116 

stop down, 17 


storytelling compositions, 32. 

subject, distance from, 37 

sunlight, working in, 144—145 

Sunny /716 Rule, 114 

sunrise, 41, 68, 100, 106, 110, 111, 
123, 125 


sunset, 68, 69, 106, 110, 123, 125 


ОХ, H0, 1 


through-the-lens (TTL) metering. 114 


telephoto lens, 42, 46, 48, 


transparent subjects, backlit, 113 
tripod, 134 
-2/% exposure, 43, 126 


underexposure, 23 


Viewfinder, image in, 39, 41 


Visual weight, 48 


weather, light and, 96 


white subjects, metering, 1 


“Who cares?" aperture, 32 


wide-angle lens, 4 


widesangle soom, 


wide open shooting, 30, do, © 


winder, TO 


soon lens, 40, 04, o 


implying n 


widesangly 


SS USA 


or anyone who finds the concept of exposure 
overwhelming and confusing, this book demysti- 


fies the subject, making it 


isy lo grasp, Author 
Bryan Peterson explains the relationship between 


aperture and shutter speed, and explains how 
to achieve successful exposures in seemingly difficult 
situations, including those involving backlight, low light, 
overeast weather, and motion. All the information is 


relevant, whether you're using film or digital cameras. 
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In addition, mastering ће concepts of exposure will free 
you from w 


rrying about the technical 


d will provide a 
solid base, enabling you to make the kinds of images you 
truly want, Filled with the authors own striking photographs, 
Understanding: Exposure is as beautiful as it is useful, 


Bryan Peterson is a professional photographer, 
internationally known instructor, and best-selling author. 
He divides his time between the United States and France. 
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